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The main aim of this doctordrstudy is to explore Byron's Orientalism 
in Don Juan. The present work is divided into five chapters. The first 
chapter of this thesis serves as an Introduction - 'Orientalism in English 
Literature - A Historical Survey'. It presents a general account of the 
treatment of the Orient by English men of letters in a chronological order up 
to Lord Byron's day. 
Chapter II is about Byron's employment of Oriental diction. At the 
very outset, it might be fruitful to define the term 'Oriental'. It indicates a 
religio-cultural concept rather than a purely geographical one, and it 
denotes the Islamic culture and traditions prevailing in Byron's day. Hence, 
Arabic, Persian and Turkish words like 'Allah', 'amulet', 'Bismillah', 
'sherbet', and 'sultan' employed by Byron are considered as the components 
of his Oriental diction. These words are demonstrative of Islam and 
Muslims. 
Chapter III analyses Byron's art of characterization. Byron's 
Oriental characters are marked by tyranny, immorality, innocence and 
passivity. They are given to sexual licentiousness. Besides, they are victims 
of circumstances; they are a blend of vices and virtues. Byron's female 
Oriental characters are marked by innocence and beauty. In Don Juan, 
Sultana Gulbeyaz typifies this. Byron has employed an Oriental simile in 
order to enhance the effect of the beauty of Sultana. The portrayal of 
Gulbeyaz reflects the hypocrisy of both Eastern and Western societies. Like 
Leila and Gulnare, Byron's Gulbeyaz too, exhibits some remnant of the 
stereotype of an Oriental female subjected to tyranny, total segregation and 
lack of personal and sexual freedom. In portraying Oriental characters, 
Byron satirizes English society. He attacks the spiritual hollowness of the 
royalty. 
Chapter IV highlights the Oriental content and context in Byron's 
'Childe Harold's Pilgrimage', 'Beppo' and 'Turkish Tales'. The Oriental 
elements in the above-mentioned works show Byron's wide and varied 
spectrum of his knowledge of Oriental history and legends. Byron's 
employment of Oriental terms is owing to his first-hand, minute observation 
of Oriental life and partly owing to his extensive reading in the works on the 
Orient. Chapter V contains concluding remarks on Byron's Orientalism 
followed by a Bibliography. Byron unlike any other Western writer presents 
a positive and better image of Islam and Muslims. 
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When I was doing M.A. I was struck and amazed by Bacon's essay Of 
Boldness that presents a distorted image, though in passing, of Islam and 
the Prophet Muhammad. At that particular juncture I made up my mind to 
carry out research work and rectify such misconceptions about Islam. In the 
present doctoral thesis I have made an attempt to study Byron's literary 
Orientalism critically. In the Western Literary Orientalism Muslims are 
presented negatively. They are projected as irrational, inferior and 
immoral. Westerners have been depicted superior to the Orientals. 
The present work is divided into five chapters followed by 
Bibliography. Chapter I provides a historical survey of Western Literary 
Orientalism. It presents a clear picture of the Orient in English Literature. 
The origin of Orientalism in English Literature dates back to the Middle-
Ages. This chapter surveys the history of Literary Orientalism from the days 
of Crusades until Byron 's time. Chapter 2 deals with Byron's employment 
of Oriental diction, its origin, Byron's concern for its accuracy and its 
functional role. Though Oriental literally indicates the geographical realm 
hut in the case of Byron it stands for Islamic culture and tradition in his day. 
The Oriental words like 'Ablution', 'Allah', 'Bismillah', 'Crescent', 'Koran' 
and 'Mahomet' are indicative of Islam and Muslims. An attempt is made to 
study Byron's use of these Oriental expressions, which invest Don Juan with 
local colour. Chapter 3 makes an assessment of Byron's Oriental 
Characters. His Oriental Characters are given to violence, tyranny and 
sexual profligacy. They are depicted as stereotypes, passive and degenerate. 
Chapter 4 is about Byron's Oriental content and context in 'Childe Harold's 
Pilgrimage', 'Beppo' and Turkish Tales'. The Oriental material in the 
above mentioned works demonstrates Byron's wide and varied knowledge 
of Oriental history and legends. Chapter 5 contains concluding remarks on 
Byron's Orientalism. Byron, unlike Moore and Southey, portrays a better 
and a more sympathetic image of the Orient. 
Shahzad Ahmkd Siddiquee 
CHAPTER-ONE 
LITERARY ORIENTALISM IN ENGLISH 
LITERATURE - A HISTORICAL 
SURVEY 
CHAPTER - ONE 
LITERARY ORIENTALISM IN ENGLISH LITERATURE - A 
HISTORICAL SURVEY 
Orientalism, as defined by Edward Said, is 
a way of coming to terms with the Orient that is based on the 
Orient's special place in European experience. The Orient is not 
only adjacent to Europe; it is also the place of Europe's greatest, 
richest and oldest colonies, the source of its civilisations, 
languages, its cultural contestant, and one of its deepest and most 
recurring images of the other.^  
Moreover, Orientalism is a way of thought, speech or manners, or 
the disposition, to adopt such a quality or character. It also refers to proficiency in 
Oriental languages and literature etc. In other words, it is a style of thought based 
upon ontological and epistemological distinctions made between the Orient and 
the Occident. In a sense, Orientalism is a library or archive of information 
commonly and unanimously held. What binds the archive together is a family of 
ideas and a unifying set of values proven in various ways to be effective. 
Orientalism expresses different connotations. At one level, the Orient is an 
integral part of European culture and civilization. It represents that part culturally 
and ideologically as a mode of discourse with supporting institutions, vocabulary, 
scholarship, imagery and doctrines etc. Academically, anyone who teaches, 
studies or writes about the Orient contributes to Orientalism. The person who 
writes about the Orient may be a man of letters, anthropologist, historian, 
statesman or philologist - either in its specific or its general aspect - he is an 
Orientalist. The most accepted designation for Orientalism is the academic one. 
The term Oriental has been employed by many writers such as Chaucer, 
Shakespeare, Dryden, Pope and Byron. From cultural, geographical and 
civilizational points of view, it refers to Asia or the East. One could speak in 
Europe of an Oriental atmosphere, Oriental disposition or an Oriental personality. 
Orientalism may be discussed and examined as the integral institution for 
dealing with Oriental setting and teachings. According to Edward Said, 
Orientalism 
derives from a particular closeness experienced between Britain 
and France and the Orient, which until the early nineteenth century 
had really meant only India and the Bible lands. From the beginning 
of the nineteenth century until the end of World War II France and 
Britain dominated the Orient and Orientalism since World War II 
America has dominated the Orient, and approaches it as France 
and Britain once did. Out of that closeness, whose dynamic is 
enormously productive even if it always demonstrates the 
comparatively greater strength of the Occident.^  
The aim of the present Chapter is to conduct a historical survey of literary 
Orientalism. It was religious differences rather antagonism that compelled the 
West to learn first about the Orient. The gradual rise and spread of Islam as a 
religion in 622 and its political and legislative powers under Prophet 
Muhammad's religious leadership, made Europeans familiar with it. According to 
Martha P. Conant, 'Oriental' means something pertaining to or derived from 
"those countries, collectively, that begin with Islam on the eastern Mediterranean 
and stretch through Asia".^  So far as knowledge of Islam is concerned, R.W. 
Southern brands the period 700-1100 as "the Age of Ignorance".^  
The first real, literally face-to-face contact between Europe and the 
Islamic world was brought about by the most dramatic confrontation 
- the Crusades in the Middle Ages (1096-1271). Though the 
Crusading movement was essentially a religious movement, 
secular tendencies and forces were at work too, including 
commercial ones. Its cultural and historical significance in forging 
links between Europe and the Islamic world is immense. As pointed 
out by Dorothea Metiitzki, the Crusades resulted in the Arab 
influence on a wide range of Prankish activities on military 
techniques on vocabulary, on food, clothing and ornamentation'.^ 
The genesis of Orientalism in English literature dates back to the Middle 
Ages when many stories had appeared in England through the religio-poiitical, 
socio-cultural, military and travel contacts with the Orient. From an early period 
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by various waves of influence Oriental fiction was brought to England. So far as 
eleventh century is concerned, fictional accounts of the marvels of India are 
found In Anglo-Saxon traditions of legends concerning Alexander the Great. 
During the Middle Ages, 
Eastern stories drifted across Europe by way of Syria, Byzantium, 
Italy and Spain. Merchants and travellers, missionaries, pilgrims, 
and Crusaders aided the oral transmission of this fiction, and gave 
to Europe Latin translations of four great collections of genuine 
Oriental tales: Sindebad:. Kalila and Dimna. or The Fables of 
Bidpai: Disciplina Clericalis: and Baram and Josaphant.^ 
All these works came out in England in the form of metrical romances, 
apologues, legends, and tales of adventure. The oral poetry of medieval France 
— the Chanson de Geste provides a rich literary source for the study of the 
image of the Orient . These heroic poems, chiefly meant for the recreational 
purpose of the public, had tremendous influence on European literature. As to 
English literature, the Middle Ages English romances deal with the Saracens and 
their worid. However, in the words of Dorothee Metlitzki, 
they are essentially vehicles of fanatical propaganda in which the 
moral ideal of chivalry is subservient to the requirements of religion, 
politics and ideology. Pagans are wrong and Christians are right 
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what they do. They are primarily concerned with one basic theme: 
the war of Christianity against Islam/ 
Accordingly, romances and other works of the period depict Muslims as 
despots, violent, authoritative, callous and irrational pagans. In a similar vein, 
William Langland (C. 1330 - C. 1386) in his Piers Plowman employs the 
expression 'Mahomet' for a false god. 
From the Muslim occupation of Spain in 715, which lasted until 1492, a 
very rewarding European interaction with the Orient flowed. It was a cultural 
transplant on Western soil and it worked well In transmitting Oriental ideas. 
Medieval literature exhibited the tradition of earlier religious polemics where 
Muslims are portrayed as villains. Middle English romances played an important 
role in promoting Orientalism. These Romances contain fantastic episodes -
Saracen giants slain by Christian heroes. Rana Kabbani points out: 
Romances of Sir Bevis of Hampton contain the prototype of the 
enamoured Saracen princess. She is ready to serve her knight 
with slavish devotion. He inspires ardent desires in her, and this 
because she is inherently lusty. Muslim princesses are the wooing 
women of medieval temptation scenes, who walk unbidden into 
bed-chambers and proffer their bodies only to be virtuously refused. 
These seductresses will even forsake their religion for the love of 
the Knight.^ 
12 
Besides, frequent military encounters on this front contributed enormously 
to culture and social exchange and gradually to a better comprehension of the 
Orient. Special mention may be made of the Romance Floris and Blancheflur. 
composed in the middle of thirteenth century, which is remarkable for its Arabian 
theme and Islamic design. However, this and other Romances of the period 
depict Muslims as irrational pagans and the Prophet Muhammad as an impostor. 
In Chaucer's Man of Law's Tale, a note of missionary zeal is too evident. For 
example, the daughter of the emperor of Rome, ties her nuptial knot with Sultan 
of Syria in order to convert him to Christianity. The polemical motive of the tale is 
deepened by derisive references to the Quran (332) and the Prophet (224, 336 
and 340). However, Chaucer speaks positively of several Oriental philosophers 
such as Alchabitius (Abd al Aziz c. 960) in Astrolabe (1, 8, 13), Alocen (Ibn at 
Haytham 965-1039) in the Squire's Tale (232), Azrachel (al-Zarqali 1029-1087), 
Averroes or Averrois (Ibn Rushd) and Avicen (Ibn Sina (980-1037) in 'General 
Prologue' (432), and Pardoner's Tale (889-890) and Algus or Argus (al-
Khwarizmi 780-850) in Book of the Duchess (435), Miller's Tale (3210) and 
Astrolable (1. 7, 6 and 8, 6). Chaucer's Squire's Tale is set in an Oriental locale 
I.e. at Sarray, an affluent commercial town established by Batu Khan, a Central 
Asian ruler. 
John Lydgate's "Fall of Princess" (c. 1440) and John Gower's Confessio 
Amantis are very important pieces of English literature, which deal with Islam and 
Muslims. 'Fall of Princess' by Lydgate is perhaps the first English literary piece 
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which deals with Prophet Muhammad in detail. This book gives a very negative 
account of Prophet Muhammad: he is described as a black magician, 
necromancer and bogus prophet. He is charged with leading his followers astray. 
Besides, his divine revelations and prophethood are dismissed. In other words, 
Lydgate's "Fall of Princess" re-echoes some of the polemical assaults on the 
Prophet. 
In addition, the general development of the things Oriental in England was 
because of the direct impact of innumerable translations from the French, and on 
the other hand, owing to the presence of Oriental tendencies in England akin to 
those in France. The Romantic spirit, the tendency to moralize and philosophize, 
and the penchant for satire were common in both the countries. Since the fall of 
Constantinople (1453), the Turks had been a threat to Europe. Their ascendancy 
resulted in the reign of Solyman the Magnificent (1520-1566); their perpetual 
advance upon Christendom was checked only by their defeat at the battle of 
Lepanto (1571). In 1581, with the establishment of the Levant Company, the 
interest in the Orient spread tremendously. Besides, diplomatic missions and 
trade links between Europe and the Orient contributed to a steady flow of visitors, 
some of the prominent figures being Sir Henry Blount, George Sandy and William 
Lithogow. Travellers, merchants, missionaries and ambassadors returned with 
information and entertaining stories. Their collections were followed by warm 
imitations which indicated that the Orient was becoming more popular and easily 
accessible. From then on, the public had access to authentic information about 
t^ ^^ ^ 
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Islam, Prophet Muhammad and the Quran and the number of persons in the 
West seriously interested in Islam increased considerably. 
In sixteenth century, the English version of the Gesta Romanorum and of 
the Fables of Bidpai were published which stand out as a good literary source for 
studying the image of the Orient. In 1603, the appearance of Richard Knolle's 
famous work General History of the Turks, generated a new interest in Turkey, 
and was a major factor in strengthening the interest for prospective writers. 
One of the dynamic figures to popularize Orientalism was Lady Mary 
Wortley Montagu (1689-1762). She deserves special attention. She is one of the 
very few women travellers who gives an eyewitness account of the Oriental 
society. For the salient Oriental features of sexuality and violence and its political 
aspect in terms of the harrowing suppression of women, the harem stood in the 
West as a metaphor of tyranny and sexual violence. But Lady Montagu refutes its 
erotic and sensational characteristics. The Islamic concept of sex, free from guilt 
and sin, strikes Lady Montagu. She describes polygamy positively, probably for 
the first time. Being a woman, she was in a better position to interact with harem 
women. She looks into it from a different, broader pcyspective. In fact, the 
Western account of Islamic world is not neutral. But Lady Montagu gives an 
unbiased description of the things Oriental. Far from repeating the conventional 
image, voyeuristic pleasure and sexual fantasy, her account of harem is apt. A 
highly striking characteristic of her Letters is that it often provides her fruitful and 
rational discussions with Turk males and females on a variety of literary, political 
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and social issues. Tliis feature signifies a serious dialogue between the West and 
the East. 
By seventeenth century, Oriental tales were popular in England because 
of a neutral reaction against the preponderous classicism of Boileu. Furthermore, 
some British scholars specialized In the Oriental languages and literature which 
boosted the prospects of Orientalism. Another important factor was the 
appearance of the Arabian Nights (1706). which is full of vigour, life, and colour, 
and the glamour of the Orient that opened a novel chapter in the annals of 
literary Orientalism. Broadly speaking, the first English version of the Arabian 
Nights marl<s an important event in the history of literary Orientalism. Historically, 
the period corresponds to the years 1704 and 1712. With Arabian Nights 
Orientalism increased considerably. The Arabian Nights was widely known in 
European society, especially in England. It was perennial in influence in that it 
constitutes the intrinsic point for later Orientalism. After the Arabian Nights 
(1706), Turkish Tales (1708) and Persian Tales (1714). the best imaginative 
Oriental tales are the English version of pseudo-translations. The first to come in 
English language was The Travels and Adventure of Three Princess of Serendio 
(1772) from the French of De Mailli, which further widened the range and scope 
of Orientalism. 
The history of the Oriental tale in England, in eighteenth century, may be 
branded as a fragment in the development of English Romanticism. The 
eighteenth century witnessed the advent of modern and scholarly translations of 
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various works directly made from Oriental languages which influenced the later 
poetry of Romantic writers such as Southey, Moore, Byron and others. The 
prominent translators and philologists whose works helped those who wanted 
first-hand knowledge about the Turks, Persian, and their literature. But it took 
more than eight centuries of learning, research, and teaching by a host of 
scholars of several nations of Europe to provide the tools and material for the 
study that enabled Orientalists to translate and emulate Arabic writers in the 
poetic, religious and other fields. Taking into account the vast number of 
eighteenth century Oriental tales, Martha P. Conant classifies them into the 
following four groups - imaginative, moralistic, philosophic and satiric: 
The imaginative group, the earliest, and, at the beginning of the 
century, the most significant, diminished, as the other groups 
increased in strength, but revived again near the end of our period 
in Beckford's Vathek. The moralistic and philosophic groups are 
prominent in the periodical essays from Addison to Dr. Johnson. 
The philosophic group comprises besides Rasselas several 
translations from Voltaire's contes-philosophique. The satiric group 
is chiefly exemplified by the pseudo-letters culminating, in English, 
in Goldsmith's Citizen of the World, and by Count Hamilton's 
entertaining parodies." 
It needs to be stressed that the Oriental stories met with both public 
approval and disapproval. The full importance of this is comprehended only when 
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we recognize it as a test of the public opinion. In Western society the East was 
perceived as a dangerous field where Islam flourished and monstrous races 
multiplied. Muslims were seen as a monstrous race, and depicted as black, ugly 
and violent. The animosity generated anti-Islam polemics. One of the strategies 
of this polemic was to ridicule Prophet Muhammad in the most scathing manner. 
He was described as chief seducer and believed to have indulged in sexual 
debauchery. Thomas Browne's Vulgar Errors, however, corrects a misconception 
about the Prophet's hanging tomb, reported by Marlowe in Tamburlaine and 
Beaumont in The Scornful Lady and at a much later date by Thomas Moore in 
Lalla Rookh and Robert Southey in Roderick. The "medieval report that the 
Prophet's body hangs in an iron chest in mid-air in a mosque is dismissed by 
Browne as evidently false".^° The negative attitude which persisted in European 
society, especially in England, was owing to impending Turkish aggression. 
Addison used several Oriental stories to illustrate philosophical ideas and 
composed famous Oriental Tales - The Vision of Mirza and Ortoqrul of Basra. 
The scene is laid in Baghdad, and the narrative opens with a description of 
Ortogrul wandering in "the tranquillity of meditation" along the streets. He is 
taught the value of slow and constant industry in a dream, and like Mirza, he 
beholds a vision from a hilltop. 
Not only Addison's Oriental tales but also Voltaire's brilliant manipulation 
of splendour apparently contributed much to the immediate popularity of both the 
French and the English versions. In France, Voltaire had issued the Conte-
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philosophique which was one of the most distinct imitations of the genuine 
Oriental work. As we take into account the moralistic group as whole, we find the 
general scarcity of literary merit. Apart from Parnell's Hermit. Marmontel's 
Contes. certain stories by Addison and Steele, and the Bidpal. there is not much 
of remarkable intrinsic value: 
The moral Oriental tales composed by Addison, Johnson, and Miss 
Edgeworth are the least valuable part of their work, far inferior, for 
instance, to the philosophic Oriental tales, The Vision of Mirza and 
Rasselas. Only unusual genius can make an art of moralizing. 
Average writers, - like the authors of the fifteenth century morality 
plays or the eighteenth century moralists when they turned to 
Oriental fiction, - in their desire to express a universal truth 
concerning human character or conduct, eliminate so many 
individualizing traits that their personages become mere 
abstractions. They do not know the secret of embodying these 
abstract ideas in concrete and appropriate types, and hence their 
work lacks the beauty and universal human interest of the Pilgrim's 
Progress. The Fairie Queene. or the parables of Scripture yet the 
minor writers of any period - and the same is true of minor works by 
great writers frequently reflect most clearly the current opinions of 
their age. For that reason the Moralistic Group of Oriental tales 
possesses a distinct historical value. ^ ^ 
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The influence of the Arabian Nights, the tales of Addison and Johnson had 
paved the way for tradition of literary Orientalism In the Romantic period. Like 
Addison, Johnson wrote Oriental tales mainly for instruction, couched in an 
amusing style. In addition to this, a general moralistic direction to the uses of 
Oriental or pseudo-Oriental material, Addison initiated the method employed in 
writing moral Oriental tales. Dr Johnson's Rambler and Addison's original stories 
in the Spectator, represent examples of the genre. The Oriental tales 
enormously contributed to Romantic spirit of the day. Throughout nineteenth 
century the influence of Oriental elements is evident. A particular reason for the 
popularity of these Oriental stories is owing to a reactionary spirit. It offered 
Romantic revolt against neo-classicism. These tales exhibit a love of adventure 
and of mystery; a passion to kindle the feeling of horror, delight or surprise. 
The antagonism to Islam and Muslims was an integral part of the mind of 
most of travel writers. But all the representations made by them were not entirely 
negative. There were some who tried to appreciate the religio-cultural values of 
the Orient. According to a survey made by Rana Kabbani: 
The projection of evil onto a far away culture was also a significant 
aspect of medieval Europe's bulwark of bigotry. And since it had a 
portentous opponent in the Islamic state, it fashioned a polemic to 
check whatever influence such a rival state might have. This 
polemic was highly charged with hostility, and notable for the 
fanaticism that engendered it. Islam was seen as the negation of 
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Christianity; Muhammad as an impostor, an evil sensualist, an 
Antichrist in alliance with the Devil. The Islamic world was seen as 
Anti-Europe, and was held in suspicion as such. Christian Europe 
had entered a confrontation with Islamic Orient that was cultural, 
religious, political and military, one that would decide from then on 
the very nature of the discourse between West and East.^^ 
Islam and Christianity, the two themes, which emerge from the European 
narrative, seem to be very striking. Firstly, the insistent claim that Orient was a 
haven for sexual gratification and licentiousness, and secondly, it was a domain 
marked by violence. These themes are very significant up to the present time 
with varying degrees of emphasis. The violence in the Orient was often 
associated with sexuality in Galland's writings. This was a common feature of 
European travelogue. These travelogues were part of the Orientalism that 
abetted imperialism. 
Apart from travelogues, translations of literary works played a vital role in 
the spread of Western literary Orientalism. Along with Arabian Nights, the 
publication of Persian Tales (1714) translated from French by Ambrose Philips 
catered for the Western literary Orientalism. It is a sequel to Arabian Nights. 
These works have a similar plan - a frame-tale which introduces and concludes 
the collection and links the successive stories. In Persian Tales, instead of a 
Sultan who has lost faith in women, the central figure is the Princess of 
Cashmere (Kashmir), who, having dreamt that she was an ungrateful stag 
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abandoning a hind, lost faith in men and made up her mind never to enter into 
matrimonial alliance. She is austerely beautiful. Her beauty drove men crazy. 
Her father, the king, was in despair. It was her old nurse who took the office to 
convert her by stories of loyal lovers. Eventually, she was persuaded to marry 
the Prince of Persia. 
The Persian Tale (1714). in describing scenes of beauty or of the horror is 
more lavish than Arabian Nights. Like Arabian Nights. The Thousand and One 
Days is rich in Oriental material with magic and enchantment. Coming to the 
romances, A Beautiful Turk (1720) Is another translation of the French romance 
by G. de Bremond. Oriental fiction too, deserves attention. The heroic 
romances, the realistic tales, and the ecologues, are of much value. They are 
primarily important as evidence of the Orientalising tendency. One of the 
towering figures of pseudo-translation was Thomas Simon Guellette (1683-
1766). He is regarded as one of the most facile and prolific French writers whose 
collections were translated into English namely China Tales (1725), Mogul Tales 
(1736) and Tartarian Tales (1759). These translations popularized Western 
literary Orientalism considerably. 
In 1734, it was George Sale's translation of the Quran into English which 
acted as a spur in spreading Orientalism. In 1749, Zadig. the French work was 
translated only one year after its completion. It attained popularity in England 
because one of its chapters, The Hermit was based on the poem by Thomas 
Panell. Zadig Is a variant on the theme of the Letters Persanes (1721). By the 
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time Zadig appeared, the European critics of manners and thought in the garb of 
an Oriental had become accustomed to Oriental stories. The translation of Arabic 
poetry into English began in 1750 with the publication of Sir William Jones' 
Moallakat. Since then, translations of Arabic poetry appeared in every 
generation. 
In 1760s and 1770s some more translations appeared; and in 1780s and 
1790s more Oriental tales were produced. The period, as a whole, despite the 
transitional nature, has a distinctive character. From the days of Sir William 
Jones to those of Rudyard Kipling the direct translations by Orientalists have 
been characterized by an increase in the knowledge of the Orient. Robert Bage's 
The Fair Syrian (1787) is a huge novel in the form of . letters which deals with 
the adventures of the Occidental heroine among the Turks. Moreover, Mrs. 
Pilkingston's The Asiatic Princess (1800) is regarded as an Oriental work 
historically only because of Its heroine. The heroine is the Princes Merjee of 
Siam and references are made to Eastern slaves. From an early period by 
various waves of influence. Oriental fiction had been brought to England. The 
pseudo-translation that deserves mention is the New Arabian Nights (1792) from 
the French of Dom Chavis and M. Cazotte. This book is reckoned to be the 
continuation of the Arabian Nights, translated from the Arabic. Some scholars 
believe that the translators used Arabic manuscripts as its basis besides many 
alterations in the book, branding it as a pseudo-translation. Besides, the Orient 
had always its exotic appeal to excite the imagination of creative artists and to 
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kindle the curiosity of the general public. Of all the wide lands open to the 
wandering imagination, none had more seminal charm than the fantastic East. 
Historically, the genre of pseudo-letters was continued by Charles-Riviere 
Dufresny in his Amusemens (1699), which culminated In the Letters Persanes 
(1721) of Montesquieu. Undoubtedly, the character sketches of the seventeenth 
century, both in France and England, contributed to the pseudo-letters. The work 
of Marana, Dufresny, and Brown was continued by Addison and Steele, the first 
notable English man of letters to apply the Oriental material as a vehicle for 
satire. In the case of moralistic and philosophic groups of Oriental tales gave the 
initial impulse; in this instance, though they did not originate the satiric tendency 
they did assist In popularizing it.^ ^ 
It was the appearance of Antoine Galland's French translation of Les mille 
et une Nuits in early eighteenth century, that gave a new force to the widespread 
interest in the life and thought of the East. Galland, the first translator of the 
Arabian Nights into French, paved the way for the full blooming of this genre. 
The translation of the French version into other languages of Europe followed 
immediately and also stimulated imitations of Arabic tales into many European 
languages. Antoine Galland's journal that Byron kept during his visits 
demonstrates his constant search for and fascination with Oriental works, 
especially manuscripts. Galland translated several manuscripts from Arabic, 
Persian and Turkish. He adopted the path of his teacher, D'Herbelot. As 
D'Herblot's huge work Bibliotheaue Oriental remained incomplete because of his 
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death, it became mandatory on Galland to complete it and introduce it to the 
public. He had made certain observations on the newly encountered world of 
Constantinople. Though he was instrumental in expanding Oriental setting, like 
many European before him, he highlighted the despotic and violent nature of the 
Orient. The violence of the East is often associated with sexuality in Galland's 
entries. 
Next to Oriental literature, paintings by Oriental painters exercised much 
influence in the late fifteenth century. Lucas Van Leyden's "Daughters of Lot" is 
probably the first European painting with a distinct Eastern imagery. Francesco 
Gauardi had painted some forty-six paintings on Turkish life. Van Dyck painted 
Sir Shirley as an Oriental clad in a big turban in order to deepen the effect of his 
being a rich and prosperous man. In eighteenth century, the Islamic land was 
regarded as the domain of ornamentation and illumination. The image of the 
Orient in these paintings is marked by eroticism, richness in both costume and 
splendour. The Islamic world stood as a site where physical desires were not 
unquenchable. 
Let us now switch over to the Romantic period in order to discuss the 
treatment of the Orient in the light of certain historical developments. From 
Fairyland to the far East, these two streams began to flow into the main current 
of French Romanticism. The Romanticists of the day were fascinated by the 
intriguing stories of cadis, slaves, merchants and calendars. In the early days of 
nineteenth century the treatment of Islam was enhanced and promoted by certain 
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historical developments. Particular mention should be made of Napoleon's 
expedition to Egypt (1798) which brought awareness among Englishmen about 
the strategic military power of the Oriental lands. Next to the expedition to Egypt, 
the War of Independence in Greece (1821-1828) put the Islamic world again 
firmly on the public agenda. This war of Independence, reckoned as the struggle 
of the oppressed Greeks against Ottoman despotism, attracted widespread and 
active sympathy, and Byron enthusiastically responded to it. 
The availability of authentic works on the Orient is another outstanding 
feature of Romantic period. Nonetheless, the Oriental work directly contributed 
to the imaginative inheritance of later writers. Its impact is manifestly found in the 
poetical works of Byron, Southey and Moore. The fantastic Oriental locale 
attracted the Romantics, driven by their urge for a return to primitive nature. 
In Romantic period prominent writes like William Wordsworth, S.T. 
Coleridge, Southey, Moore and Keats provide instances of literary Orientalism. In 
Wordsworth's The Prelude (V, 86-102), the dream of the Arab represents a 
significant transition in literary Orientalism in the Romantic period. Pope, in The 
Dunciad. portrays Arabs as ignorant people who are opposed to learning and 
accuses them of burning libraries. Unlike Pope, Wordsworth considers them as 
intellectuals who have contributed to world knowledge and learning. Wordsworth 
acknowledges the Arab preservation and transmission of knowledge which 
helped retrieve Greek scholarship. Besides, Wordsworth's Arab stands out as a 
culture-hero. Wordsworth's attitude towards Orientals in The Prelude is positive. 
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Not surprisingly, the works of all major Romantic poets are marked by 
copious references to the Orient. Coleridge's 'Kubia Khan' employs certain 
images such as the dome and the caves, the damsel and dulcimer, flashing eyes 
and the floating hair which are reflective of possible Islamic sources. Breyer 
"Identifies the Abyssinian maid In 'KubIa Khan' with the houri of the Muslim 
heaven."''^ The dome is a recurrent image in Jones' The Seven Fountains: An 
Eastern Allegory. The images of the damsel and dulcimer are suggestive of the 
luxury of the Oriental palace life, clearly described in travel literature of the day. 
The dancer with 'flashing eyes', 'floating hair' shows a striking similarity to the 
account of whirling dervishes - the Muslim mystics who went into a traice in their 
ecstatic communion with God. 
The Orientalism of Shelley (1792-1822) is essentially a means for 
demonstrating his radical views on the issues confronting Europe in his day. in 
Revolt of Islam (1817), Shelley's treatment of Islam and the Muslim is markedly 
negative. In the poem Muslims are found rebelling against their own ruler, 
Othman, rather than against an enemy of Islam. A highly remarkable feature of 
Shelly's Orientalism is his adherence to convention in depicting a negative view. 
Notwithstanding the substantial literary Orientalism in the works of the 
above-mentioned Romantic writers, others such as Leigh Hunt, Keats, Crabbe 
and Lander too, have employed Oriental material. Some of the works reflective 
of Orientalism are Southey's epics namely Thalaba (1801) and The Curse of 
Kehama (1810), Thomas Moore's Lalla Rookh (1817) and The Loves of Angels 
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(1823) and Keats' Endvmion Byron's contemporaries - Robert Southey and 
Thomas Moore contributed much to Western literary Orientalism which is evident 
from their copious notes appended to their works. What prompts Southey to 
employ Oriental material in his works is his interest in mythology. In one of his 
letters addressed to C.W. Williams Wynn, he says: 
You know my plan to exhibit all the fit mythologies in the 
form. After this there will remain the Runic, the old 
Persian, the classical ... and perhaps the Japanese, the 
Jewish as romancified by the Rabbis, and the Catholics in 
all its glory.^^ 
In composing his works, Southey was prompted by a staunch moral ideal -
the victory of good over evil. In pursuance of this aim, his narrative poems 
Thalaba. and The Curse of Kehama (1810) deal with Oriental material, and 
present a negative picture of Islam and Hinduism respectively. When Southey 
composed these epics, India was rapidly falling under the British rule and the 
Clapham sect, an Evangelical group, had mounted a vigorous campaign for 
seeking parliament's approval for conversion and mission. Set against the 
backdrop; Southey's 
vitriolic attack on the corrupt, evil practices of Oriental 
society in Thalaba and on the barbaric Hindu customs 
such as 'sati' (widow burning on the husband's death) in 
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The Curse of Kehama seems to endorse the Evangelists' 
call for rooting out such abominations/^ 
Thomas Moore's Lalla Rookh (1817) and The Loves of the Angels (1823) 
abound in Oriental material. Thomas Moore (1779-1852) played an instrumental 
role in spreading Western literary Orientalism. It was Byron who had urged 
Moore to draw on the Orient. Byron suggested to Moore some works on Turkish 
history when he was planning to compose Lalla Rookh. Unlike Southey, Moore 
was not interested in dealing with remarkable forms of mythology among 
mankind. Moore seems to be attracted simply by the contemporary vogue for 
Orientalism, which was popularised especially by Byron. Moore employs 
Oriental material for the Irish cause. In Lalla Rookh. Moore conveys his political 
message through Oriental characters. This view is corroborated by following 
observation: 
In the two stories of Lalla Rookh. namely 'The Veiled 
Prophet of Khorassan' and 'The Fire-Worshippers', the 
heroes are rebels, taking up cudgels against the 
establishment. There is a striking similarity between the 
struggle of the Fire-Worshippers' and the Catholic uprising 
in Ireland; Hafed and Hinda, the leading characters, have 
much in common with Robert Emmet and Sara Curran, 
champions of the Irish cause. Mokanna in 'The Veiled 
Prophet' is patterned after Daniel 0 ' Connell, the Irish 
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demagogue, in order to condemn a religious fanatic; 
Mokanna fans the prejudices of the masses and this 
eventually leads to sheer anarchy. Robert Emmett and 
Sarah Curran reappear, once again in The Veiled 
Prophet' as Azim and Zelica - young naive lovers with 
revolutionary ardour.^^ 
Conventionally, most of Moore's characters conform to the tradition of 
Western literary Orientalism. In Lalla Rookh. Feramorz, the narrator, is the self-
accusing Muslim who condemns his own religion. His anthropomorphic 
description of Allah (p. 207) borders on blasphemy. 
In Keats's Endvmion some fables are apparently extracted from the 
Arabian Nights. Vathek and Thalaba. On Keats's Orientalism Colvin makes this 
insightful remark: 
The scenery, indeed, is often not merely of a Gothic 
vastness and intricacy: there is something of Oriental 
bewilderment - an Arabian Nights jugglery with space and 
time'. Douglas Bush lists the Arabian Nights and Vathek 
as possible sources for Keats's mythology in Hyperion. In 
sum, although Keats's Orientalism is peripheral, it does 
point to the strong influence of particular texts.^° 
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To sum up, the study of Islam and Muslim by the West has not been a 
neutral and scholarly exercise. The errors and misconceptions about Islamic 
world are found in almost all works. In the following chapters the focus will be on 
the distinctive features of Byron's Orientalism in order to examine whether he 
conforms to tradition or presents a positive view of things Oriental. 
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CHAPTER-TWO 




LORD BYRON'S ORIENTAL DICTION 
Byron's Don Juan has been critically studied from a variety of angles, yet 
there are few critical studies on his Oriental diction, especially on Don Juan. 
Critics agree on the point that Byron's Oriental diction is of a very rich variety, 
encompassing as it does the views of Byron about Islam and the Muslims. 
The purpose of this Chapter is to examine thoroughly the authenticity of 
Byron's Oriental diction. In view of Byron's concern for accuracy, his Oriental 
reading and his stay in the Orient for sometime, it is not surprising to note the 
presence of Arabic, Persian and Turkish words in Don Juan. But I was amazed 
and struck by the aptness of the Oriental diction, when I read Don Juan. 
First of all, let us define the two terms 'Oriental' and 'Diction'. Diction is 
the use, the choice, and arrangement of words and modes of expression. An 
author's "diction" is his choice and use of words, with no special reference to 
thought. 'Oriental' indicates the geographical realm, which includes the West 
Asia and India. In Byron's case it Indicates a religio-cultural concept rather than 
a purely geographical one. and denotes the Islamic culture and traditions in his 
day. 
Byron's Oriental diction has some functional role, as for example, his 
employing 'Allah', Ablutions, 'Muezzin', etc. Allah is an Arabic word, which is 
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synonymous with God, used by Muslims for the Supreme Being. The word Allah 
is apt in the description of Muslim culture. Another word 'Muezzin', it is a word of 
Muslim religious life. It denotes Muslim culture and Byron is not off the mark in 
its use. These words are specific to the Muslim community. 
As far as Byron's knowledge of Oriental languages is concerned, 
particularly Arabic and Turkish, he could not gain any proficiency in them. His 
use of Oriental expression is then owing to his acute observation of Oriental life 
and partly to his extensive and intensive reading of works on the Orient. What is 
really striking is that despite the lack of any mastery over these languages Byron 
handles his Oriental diction superbly. Since most of Byron's Oriental expressions 
could be too complicated to be comprehended by his English-speaking reading 
public, he provides explanatory notes. 
The principal focus of this Chapter is on Don Juan. The first figure within 
brackets records citation, the total number of times a word appears followed by 
its location, variant use, etymology and concise definition. The exact reference is 
provided for canto and line numbers. Then comments are made on the context 
in which Byron uses these and their function. Byron's Oriental expressions are 
listed alphabetically in this Chapter which seems the most practical and fruitful 
way of presenting the material. 
Ablution [(1) VI; 92] 
Ablution is known as "Wudu" in Arabic. In the Oriental context it signifies 
"the ritual washing of the hands, rinsing of the mouth and clearing the nose 
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before washing the face; stroking through the beard with wet fingers, rubbing the 
ears and the neck before washing feet; uttering certain formulae at separate 
actions, beginning with the right side of body and performing certain actions three 
times."^ In short, it is the washing of certain parts of the body before one offers 
the obligatory prayer, which demonstrates Byron's acquaintance with the 
traditions of the Orient in that the Sultan, the Muslim chief and Gulbeyaz's 
husband is found, as is expected of a Muslim, performing 
due ablutions 
Exacted by the customs of the East 
And prayers and other pious evolutions, 
(Vl,92) 
Aladdin's Lamp : [(1): XII, 12] 
"A magical lamp whose genie could grant any wish of the holder."^ 
Aladdin is the name of the hero of the wonderful lamp in a story from the Arabian 
Nights, which later became popular as a pantomime. Here Byron's allusion 
refers to its charm, which enables the holder to get anything he wishes: 
YesI ready money is Aladdin's lamp. 
(XII. 12) 
Allah [(8) VII, 13, 42 and 87 and VIII, 8 and 115] 
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Allah is an Arabic word that means the Supreme Being. This is the 
recurring word in Byron's Don Juan used by Muslims. Allah is synonymous with 
God. Muslims call upon Him in times of peril. Muslims believe that Allah is 
Most Compassionate, Most Merciful. He is the "absolute Creator, Sustainer, 
Ruler, Destroyer, Restorer, Recorder; there is no power nor strength save in 
him."^ 
Byron's application of this significant expression lends credibility to the 
Oriental setting and exhibits his acute perception of Muslim credo, which is 
evident from the following lines: 
But as the Danube could not well be waded, 
They looked upon the Muscovite flotilla 
And only shouted, 'Allah!' and 'Bis Millahi' 
(VII, 13) 
Here Byron's characters invoke Allah when they are caught in some 
crisis. 
Allah! Allahl hul ((1) VIII; 8) 
"The Arabic formulation "Allah-O-Akbar" (God is great) is used by 
Muslims almost as a refrain in their prayers, religious rituals, times of crisis, 
particularly as a battle cry, for this affirmation strengthens them in their faith, 
enabling them to undertake anything, no matter how risky, even fatal.'"* This 
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formula is also applied in "Takbeer" (Praise of God), which is somewhat 
different from Adhan (call of prayer). Byron's use of this expression is apt. 
Amber [(3): IV, 55, V, 53, and XVI, 11] 
Known as 'anbar' In Arabic it is a kind of perfume, which is extracted from 
the whale. It is "used as an amulet to attract lovers."^ This perfume is commonly 
worn in the Orient. Amber is found chiefly along the southern shore of the Baltic. 
It is used for ornaments; burns with an agreeable odour. In Don Juan. Byron's 
reference is to the coloured substance, which is a yellowish translucent fossil 
resin: 
May sit like that of Nessus and recall 
Thoughts quite as yellow, but less clear than amber. 
(XVI, 11) 
Baba [(37): V, 69, 73, 74, 75, 78, 79, 80. 81, 83, 85, 90, 91, 95, 96, 99, 102, 
103. 104.107.114,139,143,VI, 99,102,106, 110, 112, 113, 116] 
"This Turkish / Persian word means "Father"; In Turkish it also 
denotes "grandfather". Baba is used also as an honorific term of address for 
older men."* This word is best known for the story "All Baba and Forty 
Thieves" in The Thousand and One Niohts. This epithet Baba was also in 
vogue in the Ottoman Empire for eunuchs. There are frequent references to 
Baba in Byron's Don Juan for a white eunuch living in the harem. 
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In this context Baba signifies an experienced, castrated man, 
especially employed in the women's quarters of Oriental courts: 
Baba, who knew by experience when to talk 
And when to hold its tongue, now held it till 
This passion might blow o'er, nor dared to balk 
Gulbeyaz' taciturn or speaking will 
(VI, 110) 
Bashaw/Pasha/Padishah/ {(10):lll, 79:IV,116,V,89,150,152, VI, 39, VIII, 98 
and 120} 
This Persianrrurkish word is the highest official title of honour used of 
an emperor or ruler. "Pasha is the abbreviated form of the Persian word, 
'padishah' of which the root "pad" is connected with Sanskrit ""patis", lord, 
husband, was originally a title reserved exclusively for the sovereign, which 
in course of time and a result of the long interaction of the Ottomans with the 
state of the West also came to be applied for certain Western rulers"/ In 
Persian usage, followed by that of the Indo-Muslim rulers such as the 
Mughal emperors, padishah became a designation for the ruler, though 
regarded as lower than that of Shahanshah. There are some references to 
bashaw in Don Juan which denote his might and exaltation, wealth, 
hospitality, tyranny and despotic or rebellious nature: 
By rebel pashas and encroaching giaours, 
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But then they never came to 'the Seven Towers', 
(V. 150). 
Berry (III, 63) 
"Since Islam forbids Muslims to drink wine, Byron makes it a point to 
mention 'berry's juice' as an alternative drink In his description of Oriental 
feasts".* This word indicates the luxurious and lavish lifestyle of Muslims. 
Bismlllah [(1) VII; 13] 
Bismillah is an Arabic word, which is the shortened form of "Bismillah-
al-Rahman al Raheem" that literally means "In the name of Allah, Most 
Gracious, Most Merciful."^ This formula is placed before every Surah of the 
Qur'an (except the ninth) and repeated at the beginning of every act by a 
Muslim whose hope is in His Mercy. 
Bismillah is an invocation by which Allah's help is sought by Muslims 
on all occasions. Byron has appropriately employed this term: 
They looked upon the Muscovite flotilla 
And only shouted, 'Allah!' and 'Bis Millahl' 
(VII, 13) 
Camel [(4): II, 84, IV, 55 and VI, 102] 
It is "domesticated animal commonly used in Arabic and North Africa."^° 
The camel's hump is the storage place for fat. The camels can go on without 
41 
drinking for several days, and for longer if juicy plants are available. Camels 
have valvular nostrils lined with hair for protection against flying sand. So, they 
are considered highly useful in Arabia. Camels are considered holy because of 
their association with the Prophet. Byron's employment of this word is apt, which 
highlights Islamic tradition of the regard for camel among Oriental people: 
But not by Baba's fault, he said, and swore on 
The holy camel's hump, besides the Koran. 
(VI, 102) 
Cashmere [(1)) V, 68] 
Known as Kashmir in India, it is the "name of a province in the 
western Himalayas, famous for the costly shawls made of fine, soft wool 
obtained from the Cashmere goat and the wild goat of Tibet. "^ ^ This place is 
also known for its scenic beauty. Byron's reference to Cashmere for its 
shawls is quite apt: 
A shawl, whose folds in Cashmere has been nurst. 
Slippers of saffron, dagger rich and handy; 
In short, all things which form a Turkish dandy. 
(V. 68) 
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Circassians: [(4): IV, 112,114,145, and VI, 91] 
Known as Cerkes in Turkey it is "a general designation applied to a 
group of people. The ancestors of the Cerkes were known among the 
ancients and lived on the shores of the Azov and Black seas. From the 
thirteenth to fourteenth century, the north-west Caucasus was under the 
control of the Golden Horde and it was after the collapse of the latter that the 
eastern Cerkes tribes (the present Kabard) began to play a role in the 
history of Caucasus."^^ 
The Kabard princes maintained in the sixteenth century friendly 
relations with the rulers of Moscow. After the conquest of the country by the 
Russians, the greater part of the western Cerkes immigrated in 1864-65 to 
Turkey and there remained in Russia only a small fraction of them. Byron's 
use of this term in Don Juan denotes a group of such people, which is 
proper in the context: 
And therefore of Circassians had good store 
As an amusement after the Divan, 
(VI, 9 I) 
Circumcision [(2): V, 69 and 71] 
"All Muslim males are required by Islamic law to be circumcised soon after 
birth."^^ It is a religious practice among Muslims. The custom was known in 
Egypt before it was introduced among the Hebrews by Prophet Abraham. It is 
43 
best known as prevalent among the Jews and Muslims. But now It Is practised 
by other people too. In Don Juan, Byron says that if Juan embraces Islam, he 
would be immediately set free. That is why in Byron's works Muslims are 
referred to as 'the circumlcized people'. 
Concubines [(2): VI, (8 and 17] 
Concubine is "a woman who cohabits with a man without being his wife, 
and as a mistress."^ ^ It is with reference to polygamous peoples, as the ancient 
Hebrews and the Muslims, a 'secondary wife' whose position is recognised by 
law, but is inferior to that of wife. In Don Juan, Byron employs this term to 
indicate the misuse of concubinage, which was recommended by early Islamic 
law in order to accommodate female prisoners of war: 
Was scarce enough; for he had fifty-nine 
Years and a fifteen - hundredth concubine. 
(VI, 8) 
Crescent: [(5) II, 92, III, 77, VI, 86, VIII, 122 and XI, 49] 
It is "an emblem representing the half-moon with the horns turned 
upward."''* The crescent and star were ancient Byzantine symbols, which 
became the emblems of Constantinople and were used as the standard of the 
Ottoman Turks after their capture of Constantinople. It has been since then the 
symbol of Islamic culture. The crescent has been the official emblem of Turkey 
and It figures prominently on the national flags of many Muslim states. In Byron's 
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poetry the cross and crescent symbolically represent Christianity and Islam 
respectively: 
Ismail's no more. The crescent's silver bow 
Sunk, and the crimson cross glared o'er the field, 
But red with redeeming gore. 
(VIII, 122) 
Dirvise [(1): III. 29] 
Derived from Persian and meaning "seeking doors", the etymology of this 
word appears to be unknown. Broadly it is "used of a member of a religious 
fraternity."^^ This fraternity employs instruction, initiation and religious exercise, 
which forms the organised expression of religious life. So, the word dirvise or 
danrt/esh in Persian stands for an ascetic in the Oriental context. In Don Juan (III, 
29), he is the one who often tries to accomplish union with God. In Don Juan, 
they appear as if being unconscious, whirling and gyrating on the pivot. 
Divan [(2): VI, 9 I and XIV, 70] 
The term "Diwan" in Arabic is used of "a collection of poetry or prose, 
a register, or an office."^^ Sources differ on its linguistic roots. Some refer to 
its Persian origin, others consider it Arabic as a derivative from dawwana 
which means to collect or register. Thus it signifies a collection of record, or 
sheets. However, in administration, the term first meant the register for 
troops and then any register. Later on, it was applied for an office or 
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assembly. Byron's use of this term for an office is free from any 
inaccuracy: 
And therefore of Circassians had good store 
As an amusement after the Divan, 
(VI. 9 I) 
Dome: [(1)V,94] 
Known as "Gunbad" in Persian meaning a house, a home, a stately 
building, a mansion; now only as a poetical or dignified appellation. In other 
words, "a dome is a rounded vault forming the roof of a building or chief part 
of it, and having a circular elliptical, or polygonal base, a cupola."^ ® It is also 
known as a hemispherical roof of an astronomical observatory, made to 
revolve and open so as to direct the telescope towards any part of the sky. 
Byron's use of this term in Don Juan refers to Western buildings, which are 
similar to Oriental palaces. These lines bring out the meaning clearly: 
Wealth had done wonders, taste not much. Such things 
Occur in orient palaces and even 
In the more chastened domes of western kings, 
(Of which I have also seen some six or seven), 
(V, 94) 
Firman (IV, 91) 
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Known as "Farman' in Persian it is "an edict or order issued by an Oriental 
sovereign, especially the Sultan of Turkey."^ ^ It is also known as a grant, licence, 
passport or permit. This expression was widely used in Turkish courts. Through 
firman the Sultan used to give his verdict or order on any matter. Byron came to 
know about this term during his visits to Turkey. In Don Juan, its use helps bring 
out the Turkish custom. 
They heard next day that in the Dardanelles, 
Waiting for his sublimity's firman. 
The most imperative of sovereign spells. 
Which everybody does without who can, 
(IV, 91) 
Flotilla [(3): VII, 13, 24, 29] 
This Turkish word is also known as flota, meaning "a small fleet of 
boats or small vessels."^" Byron's use of this word in Don Juan refers to the 
Turkish fleet: 
To attack the Turk's flotilla, which lay nigh 
Extremely tranquil, anchored at its station. 
(VII, 24) 
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Gazelle [(3): II, 6 and 202 and III, 68] 
Known as 'ghazal' in Arabic, meaning "a small delicately formed antelope, 
of which the typical species is a native of northern Africa; other varieties are 
found in various parts of Africa and Asia. The gazelle is especially noted for the 
grace of its eyes."^ ^ Probably this is the most familiar Oriental image in the West. 
In Don Juan this term is employed as a simile where Haidee (II, 202) is 
compared to gazelle as 'Nature's bride' in order to delineate her beauty. In 
poetry, the beloved is compared to a gazelle, which underscores politeness, and 
innocence, which is the outstanding quality in a woman: 
Haidee was Nature's bride and knew not this; 
Haidee was passion's child, born where the sun 
Showers triple light and scorches even the kiss 
Of his gazelle-eyed daughters. 
(II, 202) 
Giaour [(3): V, 150 and 156, VI, 48] 
Known as 'Jaur' in Arabic, which literally means deviation. "The 
Turkish word 'gavur' was used in Turkey for non-Muslims, for someone 
being outside the mainstream religio-cultural Islamic tradition."^^ This term 
is generally used in Persian literature with derisive implications to indicate 
Zoroastrians. The recurrent use of this word in Byron's poetry is of 
paramount significance. It shows his familiarity with Turkish culture, which 
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led him to compose the poem entitled The Giaour. It is significant to note 
that this expression is mostly applied when a Muslim character refers to a 
non-Muslim, but in Don Juan (VI, 48) it has been used by Katinka for Lolah, 
to indicate apparitions: 
'For fear of ghosts', 
Replied Katinka, 'I am sure I see 
A phantom upon each of the four posts; 
And then I have the worst dreams that can be 
Of guebres, giaours, and ginns and gouls in hosts'. 
(VI. 48) 
Byron's use of this word indicates an image appearing in a dream or 
formed in the mind. In other words, it stands for an evil spirit or an 
apparition. This word indicates the belief of Oriental people in phantom and 
invisible spirits, as is clear from Katinka's speech. 
Ginns [(1) VI, 48] 
"'Jinn', an Arabic word, stands for the invisible beings or spirits that may 
interfere with the lives of human beings."" Human beings in Islam are believed 
to be made of clay and Jinns of fire. Sometimes they become visible too. 
Probably this expression was picked up by Byron owing to the popularity of the 
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Arabian Nights. This term indicates the belief of Oriental people in ghosts and it 
is manifest when Katinka tells Lolah that she fears ghosts, guebres, and ginns. 
Goul8[(1)VI,48] 
It originated from the Arabic word 'ghul' which means "an evil spirit 
supposed to rob graves and prey on the human corpse."^* They are perceived as 
callous and weird. Probably Byron had taken this word from Beckford's Vathek. 
Byron's application of this word is apt. 
Green Colour [(1) VIII. 111] 
"The prophet of Islam is reported to have said that Muslim paradise will 
have green as its main colour, and the dome of the Prophet's tomb in Madina is 
of green. On the basis of this saying, green has acquired special significance, 
rather sacredness, for Muslims."^^ Byron's reference to green colour in Don Juan 
(VIII, 111) is in accord with the Muslim belief about the predominance of green 
colour in paradise. 
Guebres [(1) VI, 48] 
The Persian word 'gabr' literally meaning a fireworshipper is the basis 
of the Turkish term "guebre" which was used in Turkey for "an adherent of 
the ancient Persian religion, Zoroastrianlsm, of which the followers worship 
fire."^ ® Byron's application of this expression is notable in that it is mostly 
used when a person is totally cut off from Islam. This word has been used 
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by Katinka (VI, 48), which signifies a heathen, a renegade, non-believer, or 
an evil spirit. So, Byron's use of this term is not off the mark: 
A phantom upon each of the four posts; 
And then I have the worst dreams that can be 
of guebres, giaours and ginns and gouls in hosts.' 
(VI. 48) 
Haram [(5); I. 87, VI. 58, 95,103, and VII, 67] 
This term 'haram' in Arabic means something "forbidden, sacred; haram is 
the name of the sacred area in the two holy cities — Makka and Madina. It is 
also used for the female apartments Inaccessible to strangers."^^ The two most 
holy mosques in Makka and Madina are popularly known as 'haram' for apart 
from their being sacred, it is not allowed to commit any violence within their 
precincts. It is also the interior part of an Oriental palace or house reserved for 
the residence of women. The word harem also stands for the women in an 
Oriental household, including mother, sister, wife, concubine, daughter and all 
female members and in short, the women associated in any way with one man or 
household. Since Islam allows polygamy in exceptional cases and permits 
concubines in order to accommodate female prisoners of war, some Muslim 
rulers abused these provisions, keeping hundreds of women. 
"Haram is widely perceived in western literary Orientalism, travel literature 
and paintings as a haven for gratifying sexual passion,"^^ a point occurring also in 
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Byron's 'Beppo' (70-71). The word haram figures prominently in Byron's "Turkish 
Tales", and in Don Juan. This word is very closely connected with sex life in 
Oriental culture and abuse of certain provisions by the unscrupulous Muslim 
rulers: 
An outline of the custom of the East, 
With all their chaste integrity of Laws, 
By which the more a harem is increased, 
The stricter doubtless grow the vestal duties 
Of any supernumerary beauties. 
(VI. 58) 
Henna [(2): III, 75 and 76] 
An Arabic word meaning "an Egyptian plant; the shoots and leaves of this 
plant used especially by eastern nations, as a dye for parts of the body."^ ^ It is 
particularly used by ladies for dyeing hair and nails. With regard to Haidee's 
beauty mention is made of her nails 'touch'd' with henna (III, 75). Here Byron's 
reference to Muslim culture is accurate. 
Hour! [(7): 1,104, VIM, 111,113,114,115 and 116] 
"Houri, originally an Arabic word 'huriya' or 'hoor' referring to the virgins of 
perpetual beauty in paradise."^° In English literature is applied to a voluptuously 
beautiful woman or a nymph of the Muslim paradise. But in Don Juan Byron 
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satirizes the Muslim warrior for his belief that he will enjoy houris once he is killed 
in the war and is Instantly transported to Muslim paradise (VIII, III). "Byron's 
fascination with houris is considerable. His portrayal of them is cognate with the 
Muslim conception, which is derived from the Quran. For they appear as models 
of perfect feminine beauty in his account. The feature most emphasised by the 
Quran, their large black eyes, is shared by all the heroines of the Turkish 
Tales:^^ 
Ismail [(11): VII, 9. 23, 29, 40 and 63, Vlli, 52, 68,122,127,133 and 139] 
Ismail, "the son of the patriach Ibrahim, is mentioned several times in the 
Quran. It is said of him that he received divine revelation. He is presented as a 
messenger and prophet, who summoned his people to prayer and alms giving. 
These references fit very well with Muhammad's account of the religion of 
Ibrahim. In sura ii. 133, he is called as the father of Jacob, along with Ibrahim 
and Ishaq; and in ii, 125, he along with Ibrahim, is commanded to purify the holy 
house at Makka."^ ^ But Byron's reference strikes a totally different note. In 
Don Juan, this word denotes the name of a fortress named after him: 
The fortress is called Ismail and is placed 
Upon the Danube's left branch and left bank. 
With buildings in the oriental taste, 
But still a fortress of the foremost rank, 
(VII, 9) 
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Janizaries [(1) XI. 62] 
Derived from the Persian world 'Jan-nisar', literally meaning one loyal and 
devoted to someone, janisaries were the bravest soldiers of the Ottoman army, 
who greeted death in defence of the empire."^ ' In fact, Janizar was the former 
body of Turkish infantry, constituting the Sultan's guards and the main part of the 
standing army. The body was first organised in the fourteenth century. In Don 
Juan Janizaries are represented as brave solders: 
I'd try conclusions with those janizaries 
And show them what an intellectual war is. 
(XI. 62) 
Kaff[(1)VI, 86] 
This word is known as 'Qaf in Persian, and it stands for a great mountain, 
Byron's reference clearly indicates his familiarity with this legend, though rather 
than applying it in its mythical sense he simply mentions it as a mountain in the 
Orient: 
That stretches to the stony belt, which girds 
Asia, where Kaff looks down upon the Kurds. 
(VI. 86) 
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Khan : [(4): VIII, 104,112,114 and 116] 
Khan is a Turkish / Persian / Arabic word which was "the specific title 
given to the successor of Chengiz Khan, who ruled over Turkish, Tartar and 
Mongol tribes, as well as parts of China, during the Middle Ages."^^ Later Khan 
was used a title commonly given to rulers, officials, or men of rank in Central 
Asia, Afghanistan, etc. In Don Juan, it stands for a title applied in the Orient for 
noblemen and high-ranking officers. In Don Juan, there is a detailed account of 
a brave Tartar Khan / or Sultan; the chieftain (Vlli, 104). Byron has thus rightly 
used this term. 
Koran [(1) VI, 102] 
This tenn known as the 'Quran' in Arabic, is "the sacred book of 
Muslims."^^ It comprises the revelations sent down to Prophet Muhammad. 
Sometimes Muslims swear by the Quran, as Baba does in Don Juan (VI, 102), 
which shows its sanctity. Thomas Moore charges the Prophet of Islam in his 
Lalla Rookh (p. 218) with inventing the Quranic text to gratify his lust. By 
contrast, Byron's account is positive, pointing only to its sacred position in Muslim 
social life. 
Mahomet [(9): I, 104, II, 206, V, 103 and 156, VI, 113, VII, 17, VIII, 111, X, 56, 
and 75] 
Known as Muhammad In Arabic he is "the prophet of Islam. Muhammad 
was a native of the city of Makka, out of which the Quraish had created a 
flourishing centre of commerce."^* Muslims have intense regard and esteem for 
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him. Muslims are obedient to his commands. They invoke Muhammad in crisis. 
Even every hair of his beard is very sacred for Muslims, a point evident from 
Baba's speech: - .-
And begged by every hair of Mahomet's beard r_^ /Q\r\ 
She would revoke the order he had heard. \ ^ 
(VI, 113) 
Minaret [(1) VI, 68] 
Known as 'manara' in Arabic it means a tower. Towers were used not 
only for religious purposes as places from which to call to prayer and to mark 
mosque but also, before the Muslim conquest, for mundane purposes as watch 
and signal towers. "It is a lofty, often slender, lower or turret attached to a 
Muslim mosque, surrounded by a furnished with one or more balconies, attached 
to the mosques, from which the muezzin calls the people to prayer."^ '^  Minarets 
being a distinct part of the mosque symbolise Islam and Muslims. 
There are a number of early references to such manara, which served as 
indicators for caravans and as watch-towers. In Byron's Don Juan it denotes a 
'light-house'. 
Mogul [(1): IX, 33] 
An Arabic word which is a mispronunciation of the native name, Mongol. 
"Mogul was the common designation among Europeans of the emperor of Delhi, 
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whose empire at one time included most of the Indian subcontinent."^ ® In Don 
Juan, it is used to describe a Mongolian, a great personage or an autocratic ruler. 
Mosque [(5): V, 148. VI, 86. VII, 63, VIII, 63, VIII, 133 and X, 75) 
Known as 'Masjid' in Arabic. "The mosque is the most important institution 
in Islam, being the centre of religious worship and community activities".^ ^ 
Mosques are "houses of which God has pemnitted that they be erected and that 
his name be mentioned in them" (Sura XXIV, 36), i.e. for his service demanded 
by the law, for ceremonies of worship, for assemblies for prayer and other 
religious duties."^" In Don Juan, it is aptly used to refer to Oriental life and its 
sacredness. 
Muezzin [(1)-VIII; 141] 
Known as Mu'addhin in Arabic, "it is applied to a person who calls Muslims 
from the minaret to perform prayers five times a day."^ ^ This call is known as 
Adhan. 
Byron had stayed in Turkey for a long time. He had accumulated the 
knowledge of the impact the Muezzin's call makes. Byron has very positive 
attitude towards the Muezzin. In Don Juan Byron's use is authentically Islamic: 
Of what it had been; there the muezzin's call 
To prayer was heard no more. And Juan wept 
And made a vow to shield her, which he kept. 
(VIII, 141) 
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Mufti [(1) VII; 17] 
Mufti is an Arabic word used of a Muslim official entrusted with applying 
the Muslim religious law. In the Ottoman empire he was "a deputy of the chief 
Muslim legal advisor to the Sultan.'"*^ In Don Juan (VII, 17), the Mufti appears in 
his religious position of being the law-giver. Byron's use of this word is thus free 
from any inaccuracy. 
Mussulman/Moslem [(12): 67, 83, VII, 3 I, 57, VIII, 7, 71, 77, 81, 84, 87, 
114 and 141] 
The Arabic term 'Muslim' "denotes an adherent of Islam"^^ someone who 
has complete faith in God's will; They invoke Allah in times of peril and they 
believe in family values. 
The term has become vogue in some European languages. The origin of 
Mussulman is probably Muslim. The word 'man' in Mussulman represents a 
word-play by Byron. In Don Juan Byron has negative attitude towards Muslims. 
He considers Muslims inferior to Christians. Only the houris make the Muslims 
fight: 
In short howe'er our better faith derides, 
These black-eyed virgins make the Moslems fight. 
(VIII, 1 1 4 ) 
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The above-quoted lines indicate that Muslims are lewd people. They 
please God only for the sake of the gratification of their sexual appetite. Here 
Byron's rennarks are hostile. 
Nadir Shah [(1): IX, 33] 
Nadir Shah was the "ruler of Persia (1688 - 1747), who led a large army 
against Mahmood."^* He Is one of leading brave figures of Oriental history that 
brought an end to the Safavi dynasty. He established the Sunni faith in place of 
the heretical Shiite cult introduced by Shah Ismail, which had caused much 
bloodshed between Persia and Turkey. He is known as the Napoleon of the 
East. His invasions of India were well known in Byron's day. 
Nazarene [(1): VIII, 111] 
The Arabic word 'nasrani' is etymologically linked to Nazareth, "the town of 
lower Galilee where Jesus spent his youth hence Jesus' followers are called 
Nazarenes."^^ Since it is a Quranic term, it refers to Christians. Byron deserves 
credit for observing and retaining this Oriental usage. It was used by Turks of 
Byron's day to describe Christians. 
Oda [(3): VI, 51, 71, and 103] 
This is a Turkish word for "a chamber or room in a harem; and for the 
inmates of such a room:"^' 
And that so loudly that upstarted all 
The oda in a general commotion 
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(VI, 71) 
Odalisques [(1) VI, 29] 
"A female slave or concubine, especially in the Seraglio of the Sultan of 
Turkey"^^was known so: 
He went forth with the lovely odalisques, 
At the given signal joined to their array. 
(VI: 29) 
Ottoman [(2): V, 51, and VI, 109] 
'Othman' in Arabic is the name of "the founder of the Ottoman dynasty, or 
the Turkish empire founded in thirteenth century by Othman. It reached its zenith 
under Suleiman in sixteenth century. However, it collapsed after the First World 
War, and was replaced by the Republic of Turkey."^' "Since Turkey is the location 
of most of Byron's Turkish Tales, it is not surprising to note his frequent 
references to Ottomans. Mention is also made of Ottoman's fabulous wealth and 
pomp.'**^  In Don Juan Byron has highlighted some of the outstanding traits of 
Turkish lifestyle, especially the behaviour of Turks. 
Pilaus : [(2): III, 31 V: 47] 
This is a Turkish word known as Pilaff, which in Persian stands for "an 
Oriental dish consisting of rice boiled with meat, and spices, raisins, etc."'" This 
word appears in English in many forms, and is spelt in sundry ways in various 
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regions. Byron mentions this as one of the favourite dishes of Turkish people, as 
he says: 
And nearer as they came, a genial savour 
Of certain stews and roast meats and pilaus, 
(V:47) 
The use of this word throws some light on Turkish culture and lifestyle and 
shows that Byron is thoroughly familiar with it. 
Polygamy [(3): V, 158, VI, 12 and VII1105] 
It is "the condition of having more than one wife."*^ This provision in 
Islamic law was misused and exploited by Muslims and especially by Muslim 
rulers. Byron is mistaken in considering it as a rule, rather than as an exception 
among Muslims. 
Prophet [(4): IV, 22, V, 81, VIII, 115 and 132] 
This term is used of 'Muhammad' as "a rendering of the Arabic title, al-
nabi."" In Don Juan, the prophet stands among 'heroes' conquerors and 
cuckolds (II, 206), Muslims revere the Prophet, next only to the Quran. Byron is 
right in considering Prophet among 'heroes' and 'conquerors'. But he is not right 
at all in using the term 'cuckold' for Prophet, which is blasphemous. Muslims 
obey the Prophet's teachings. Byron's use of the term cuckold for Prophet is 
negative. 
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Salam[(1) : XI, 12] 
Known as Salam in Arabic literally meaning peace, "it is the Oriental 
salutation or obeisance with the palm of the right hand being held to the 
forehead."" Also it is a respectful or ceremonious verbal greeting. It stands for 
the customary salutation among Muslims. Byron's use of this word is true to life. 
Seraskier[(1), DJ.VIII, 81] 
Known as 'askar' in Arabic, "is the title of the Turkish minister, who was 
also commander-in-chief of army."^ In Don Juan, Byron refers to the army 
defending the bastion in the siege of Ismail: 
Not a single head 
Was spared; three thousand Moslems perished here. 
And sixteen bayonets pierced the Seraskier. 
(VIII, 8 1 ) 
Shawl [(2): III, 77, V: 68] 
This is a Turkish word which refers to "a piece of wool or other material 
worn, especially by women, about the shoulders, or the head and shoulders, in 
place of a coat or hat outdoors, and indoors as protection against chill."^ ® The 
mention of this word clearly indicates Byron's knowledge of Kashmir shawl, as he 
refers to 'A shawl, whose folds in Cashmere had been nurst' (V: 68). 
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Sherbat [(4): II, 180, III, 31, 62 and 69] 
Sherbet, a Persian word, "a cooling drink of the East, made of fruit juice 
and sweetened water, often cooled with snow."^^ Byron's point in mentioning this 
Oriental expression is that since wine is forbidden in Islam, sherbat is the 
alternative drink at social gatherings and feasts. 
Simoom, [(2): IV, 57 and XIV, 58] 
"Semum' in "Arabic, is a hot, dry suffocating sandwind which sweeps 
across the African and Asiatic deserts at intervals during spring and summer."^^ 
This word is used as an image of destruction in Arabic literature, in Don Juan, 
Byron employs it as a simile in likening Haidee in order to bring out her 
passionate nature: 
The fire burst forth from her Numidian veins. 
Even as the simoom sweeps the blasted plains. 
(iV, 57) 
Solyman[(1),V:147] 
Known as Sulaiman in Arabic/Turkish, he is "an outstanding personality in 
Muslim/Turkish history."^* He is known as one of the great world-rulers. He was 
very dynamic and most resplendent figure in Turkey. He was the Sultan of 
Ottoman empire (1520-66). He is mentioned at length by the historians of the 
day such as Cantemir and Knolles. He was a very devout Muslim and offered his 
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prayers punctually. Byron has compared the then Sultan with Solyman, the most 
glorious personality of Turkey. 
Sophy [(1): IX, 33] 
"A former title or designation of ruler of Persia."^ ® This is an Anglicized 
form of the Persian word Safavi used for the Iranian dynasty too. In Don Juan 
Byron describes the Iranian ruler Nadir Shah as 'the costive Sophy,' which is off 
the mark. Since it was Nadir Shah who brought an end to the Safavi empire in 
1736 by annexing power in Iran. 
Sultan/Sultana [(19): Dedication, 11, i, 87, iii, 79, IV, 82 and 114, V, 84, 111, 
115 and 126, VI, 7, 9, 89,114 and 117, Vil, 73 and 74 and VIII, 104 and 109] 
In Arabic 'Sultan' and 'Sultana, "are the titles applied for the king and 
queen respectively. These were standard expressions in the Orient for 
describing heads of the state."®" 
Sultan is an Arabic word which signifies the holder of power, and authority. 
Its feminine form Sultana denotes a woman who holds power, also, the wife of 
a Sultan; the queen-mother or some other woman of a Sultan's family. Byron's 
use of Sultan and Sultana draws attention towards their main features -
despotism, wealth, and sexual degeneration. 
Talisman :[(1):XiV, 62] 
An Anglicized form of 'tilism' in Arabic, it is "a stone, ring, or other object 
engraven with figures or characters, to which are attributed the occult powers of 
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the planetary influence and celestial configurations under which it was made."^^ 
It is usually worn as an amulet to avert evil from or to bring fortune to the wearer. 
In other words, it stands for anything that acts as a charm, or by which 
extraordinary results are achieved. 
Byron employs this expression as a synonym for some charm. This 
practice gained wide circulation through the popularity of the Arabian Nights. 
Tartars [(9): I, 92, V, 8 and 15, VII, 19, 46, 57, VIII, 80,104 and 111) 
This is a Turkish word, which means "a native inhabitant of the region of 
Central Asia extending eastward from the Caspian Sea, and formerly known as 
Tartary. First known in the West as applied to the mingled host of Mongols, 
Tartars, Turks and others who under the leadership of Chengiz Khan (1202 -
1227) overran and devastated much of Asia and Eastern Europe." " It refers to 
any member of Tatar or Turkish branch of family. 
The name Tatar is still used of the Turkish inhabitants of southern and 
eastern Russia. The Tatars call themselves Turks, and feel highly offended on 
being called Tatars, a name, which is their idiom, signifies 'robbers'. 
Timour[(1) VIII, 133] 
It is also metaphorically "used for a person like Timur, a conqueror, a 
scourge, a despot"." Since he was lame, he was commonly known as Taimoor 
Lang, of which the popular form is Tamburlaine. In Don Juan, Byron's reference 
is to Taimoor's bravery and gallantry. 
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Turban [(1): VII, 53] 
"A head-dress of Muslim origin worn by men of Eastern nations."" In 
Don Juan, turban is mentioned in relation to some Muslim personage. It is used 
as the cultural symbol of Islam. 
Veil [(4): VI, 45, 87 and 109, VIII, 115] 
Veil is synonymous with a mask, "a piece of thin and light fabric, worn over 
the face or head for concealment, protection or ornament."®^ Used figuratively it 
refers to something that which conceals it from inspection; a disguise; pretext. In 
Don Juan, Byron uses it in the context of a Muslim but with a difference. In 
Muslim countries it is used to cover the whole body from feet to head. But in 
Don Juan, Byron does not use the term, 'veil' in any particularly Oriental context. 
Vizier [(2): IV: 116, and V, 148] 
Known as 'Wazir' in Arabic, it refers to the person "who shares the burden 
of government as a minister or deputy of a king. In the Turkish empire, vizier 
was a high state official or minister, invested with viceregal authority; a governor 
or viceroy of a province; or the chief minister of the soverign."^* 
In an Oriental context in which Byron uses the term, it stands for a highly 
reliable person to whom the Sultan entrusts all state affairs: 
He left to his vizier all state affairs 
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CHAPTER-THREE 




LORD BYRON'S ORIENTAL CHARACTERS 
After having studied Byron's Oriental diction, let us turn to Byron's 
Oriental characters in Don Juan. Generally speaking, these Oriental characters 
are presented as tyrants and authoritarian. His Oriental characters are 
presented as inferiors to Christians. But in Don Juan, to a greater extent, he 
portrays his Oriental characters positively. For instance, Sultana Gulbeyaz 
surrenders completely to Don Juan, though at the cost of her chastity. Besides, 
Byron's Oriental characters are given to violence and bloodshed. They are seen 
as unethical, indulging in polygamy, buying and selling women and slaves. 
Disparaging remarks are passed against them. But in Don Juan, these Oriental 
characters receive a little admiration for their moral strength. Other than 
Don Juan, they are perceived as despicable and ignominious and disciples of 
the devil. My purpose in this Chapter is to examine Byron's Oriental characters 
and their conformity to the Oriental stereotypes in English literature. An attempt 
has also been made to explore how Byron enters into the attitude and feelings of 
his Oriental characters. The characters are presented alphabetically which 
seemed as the most appropriate approach to their study. 
BABA 
Baba is a Turkish/Persian word, which stands for "father". In Turkey it also 
denotes" grand father", Baba is used in various ways as honorific title for older 
men, and in Turkey it is used as a form of address even today. As part of a 
name, it is best known for the story of "Ali Baba and the Forty Thieves" in The 
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Arabian Nights. The epithet Baba is used also of non-religious civil servants in 
the Ottoman empire, as for example, Agha Babasi of the imperial harem, v\/ho 
was white eunuchs. In Iran the epithet Baba precedes the name, frequently in 
the case of darwesh, an equivalent of a spiritual master such as the mystic poet 
Baba Tahir Uryan. Occasionally, Baba appears on in its own. For instance, a 
member of the Khan family Giray the Crimea, Baba Gireay, son of Muhammad 
Giray, who after the death of his father, succeeded him as Kalgha; as also the 
Uzbek prince Baba Beg. 
Byron's Baba, in Don Juan, is an Oriental character who is very active. He 
embodies Oriental culture. He has attained the age of thirty. He is a healthy and 
hearty person. Besides, he is a man of firm nature: 
A man of thirty, rather stout and hale. 
With resolution in his dark grey eye, 
(V, 10) 
He is well built. He has fresh healthy and reddish colour. His hair is not 
black rather having the colour of toasted bread, or coffee mixed with milk. He 
has a sanguine arm, which is indicative of his sound health. He is a man of 
tranquil nature. In other words, he is portrayed as a man of impressive stature: 
He had an English look; that is, was square 
In make, of a complexion white and ruddy 
Good teeth, with curling rather dark brown hair, 
And, it might be from thought or toil or study, 
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An open brow a little marked with care. 
One arm had on a bondages rather bloody; 
And there he stood with such sang-froid that greater 
Could scarce be shown even by a mere spectator. 
(V. 11) 
Baba is brave and healthy, and sympathetic towards others. In the slave-
market, when Juan sees Baba he is frightened, though he is courageous. But 
very soon Baba begins to shower his commiseration on Juan's misfortune: 
But seeing at his elbow a mere lad. 
Of a high spirit evidently, though 
At present weighed down by a doom which had 
O'erthrown even men, he soon began to show 
A kind of blunt compassion for the sad 
Lot of so young a partner in the woe, 
(V.12) 
Moreover, he is an experienced person. When Baba meets Juan he 
inquires of his origin, assuming that Juan cannot be a Greek. The dialogue 
between Baba and Juan clearly brings out the universal truth that fortune plays a 
great role in our life. We all are victims of circumstances as is evident from their 
dialogue. Through Baba's speech it is revealed that fortune has a sundry role to 
play. Sometimes it acts as a preserver and at others as destroyer. Nothing can 
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be said positively of anyone's fortune. Baba's speech reflects his experience: 
When Juan answered, 'Spanish', he replied, 
'I thought in fact you could not be a Greek; 
Those servile dogs are not so proudly eyed. 
Fortune has played you here a pretty freak, 
But that's her way with all men till they're tried; 
But never mind, she'll turn, perhaps, next week. 
She has served me also much the same as you. 
Except that I have found it nothing new'. 
(V.14) 
Baba is a man of consoling nature. He has grown kind-hearted because 
of his sufferings, which is clear from his solacing Juan. For some months he 
served the Russian army, 'I served for some months with the Russian army here 
and there", (V, 15). He is not too worried over his present condition, rather over 
the past when he loved a maid. He is a man of kind nature. When Juan's eyes 
appeared wet, he makes efforts to relieve his pain. The following lines clearly 
bring out Baba's role in relieving Juan's pain: 
I cried upon my first wife's dying day , 
And also when my second run away. 
'My third - ' 'Your third!' Quoth Juan, turning round. 
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'You scarcely can be thirty, have you three?" 
'No, only two at present above ground. 
Surely' this nothing wonderful to see 
One person thrice in holy wedlock bound!' 
'Well then your third,' said Juan, what did she? 
She did not run away too, did she, sir?' 
'No, faith'. 'What then?' 'I ran away from her'.'_ 
(V, 19 and 20) 
Baba is experienced and he Is a man of cool-temperament as well. He 
keeps on persuading Juan. He tells him that colours of his own life are gone. But 
Juan has still time to ameliorate his condition. Baba never loses his mental 
equilibrium. He takes things very calmly or coolly. He hints at the volatile nature 
of time, when life is new, it is pregnant with warm feelings and emotions. But, 
with the passage of time, everything fades. Likewise, Baba's passions are on 
decline. But for Juan, suggests Baba, life is quite new. So, he keeps on urging 
Juan not to lose heart: 
'You take things coolly. Sir," said Juan. 'Why,?' 
Replied the other, 'what can a man do? 
There still are many rainbows in your sky. 
But mine have vanished. All, when life is new. 




But time strips our illusions of their hue, 
And one by one in turn, some grand mistake 
Casts off its bright skin yearly like the snake. 
(V,21) 
Through Baba's character Byron suggests that experiences in life are 
obtained after a particular age, as is the case with Baba: 
Knowledge at least is gained; for instance, now 
We know what slavery is, and our disasters 
May teach us better to behave when masters.' 
(V, 23) 
Baba is an old black eunuch. In his dress, vocabulary and outlook 
he appears as a genuine Oriental. Moreover, his dress, vocabulary and outlook 
confonn to the practice of Oriental culture, suitable for the harem: 
I wish to be perspicuous. And the black, 
I say, unlocking the recess, pulled forth 
A quantity of clothes fit for the back 
Of any Mussulman, whate'er his worth, 
And of variety there was no lack. 
And yet though I have said there was no dearth. 
He chose himself to point out what he thought 
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Most proper for the Christians he had bought. 
(V,67) 
The dress items used by Baba for the Christians whom he has brought -
'candiote cloak', 'trousers not so tight', 'shawl,' and cashmere, are of special 
interest, which reveal him as an Oriental fond of Oriental culture: 
The suit he thought most suitable to each 
Was, for the elder and the stouter, first 
A candiote cloak, which to the knee might reach. 
And trousers not so tight that they would burst, 
But such as fit an Asiatic breech, 
A shawl, whose folds in Cashmere had been nurst. 
Slippers of saffron, dagger rich and handy; 
In short, all things which form a Turkish dandy. 
(V,68) 
Not only in dress but also in the use of the language Baba appears as a 
thorough Oriental. This viewpoint is corroborated by the observation of M.K. 
Joseph: "Baba is polite authority."^ Significantly enough. Oriental expressions 
are employed by him only during the custody period. In harem, he is willing to 
protect the two Christians - Johnson and Juan, whom he bought from the slave 
market of Constantinople Undoubtedly, he can be considered as the protector 
of these two slaves. He perceives slaves in terms of circumstances which is 
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clear from his discreet statement in winich he asks them to embrace Islam in 
order to better their condition: 
While he was dressing, Baba, their black friends 
Hinted the vast advantages v\/hich they 
Might probably obtain both In the end, 
If they would but pursue the proper way 
Which fortune plainly seemed to recommend; 
And then he added that he needs must say 
T would greatly tend to better their condition, 
If they would condescend to circumcision. 
(V, 69) 
In creating Oriental atmosphere in Don Juan. Byron appears at his 
sharpest in relating the advantages of embracing Islam. Baba helps Juan to 
dress like a princess. Even in feminine disguise in Oriental palace Juan reflects 
the Muslim culture, of which Baba is aware: 
The Negro Baba helped a little too. 
When some untoward part of raiment stuck hard; 
And wrestling both his arms Into a gown, 
He paused and took a survey up and down 
(V. 78) 
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When Juan is dressed like a princess in the harem, one problem still 
persists. His hair is not long enough. But it is Baba, the resourceful eunuch, who 
provides many false long hair of a woman, and Juan's head Is fully covered as 
that of a girl. Juan is disguised because of the Oriental atmosphere in order to 
hide his own identity, disclosure of which might be disastrous: 
One difficulty still remained; his hair 
Was hardly long enough, but Baba found 
So many false long tresses all to spare 
That soon his head was most completely crowned, 
After the manner then in fashion there. 
(V.79) 
Every occupant of the harem, which is obvious from the above passage, 
is supposed to have long hair which Is In fashion there. Byron seems to suggest 
that every Muslim lady after a certain age should have long hair which may 
sometime act like a veil, for hiding the face or sometimes the whole body. 
It is Baba who has the adroitness to disguise somebody as a half Muslim 
or as a girl. He seems to be a magician who offers somebody delight: 
One's turned half Mussulman, and one a maid. 
By this old black enchanter's unsought aid. 
(V.83) 
In the Oriental palace, Baba moves Juan forward, from place to place 
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through attractive galleries: 
Baba led Juan onwards room by room 
Through glittering galleries and o'er marble floors, 
Till a gigantic portal through the gloom, 
Haughty and huge, along the distance lowers; 
And wafted far arose a rich perfume. 
(V,85) 
Not only does he lead Juan in the palace, rather he seems like a 
watchdog who always keeps an eye on him. He Is very protective towards him. 
He is, as said earlier, very compassionate. He always imparts certain guidelines 
to Juan in the Oriental palace. Baba acts like Juan's guide and mentor: 
Before they entered, Baba paused to hint 
To Juan some slight lessons as his guide. 
(V.91) 
The name Baba, given to the black eunuch, is aptly used by Byron. Baba 
plays his role superbly and Byron's motive of creating the Oriental ambience 
cannot be ruled out. "In all the characters except the hero, Byron relies more on 
description than on analysis; the character is given complete in a rapid and 
brilliant initial description, an incisive outline boldly filled in with colour and 
detail."^ Byron's Oriental characters are of paramount significance. Baba plays 
his role as a fatherly figure as his name signifies. So, his name is best suited for 
such an Oriental character. 
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Inside the palace, the eunuch dresses his captives - Johnson in Turkish 
finery, and Juan as an odalisque for the seraglio. This comic scene gives place 
quickly to the drama of the interview between Sultana Gulbeyaz and Juan, 
interrupted at the close of the Canto V by the arrival of the Sultan and his 
courtiers. 
In the seraglio scene, there are certain digressions which are asides of 
the poet on the courtships in hot climates, and on the inability of the royalty to 
understand the feelings of their subjects. Through Oriental characters Byron 
satirizes the spiritual hollowness of royalty. They do not realize the feelings and 
sentiments of their subjects. 
As to Baba, his outstanding feature is his adroitness. He manages things 
very well. In palatial building where the ceremony is going on, he bows his head 
until the ceremony concludes. He acts according to the situation: 
In this imperial hall at distance lay 
Under a canopy and there reclined 
Quite in confidential queenly way, 
A lady. Baba stopped and kneeling signed 
To Juan, who thought not much used to pray, 
Knelt down by instinct, wondering in his mind 
What all this meant, while Baba bowed and bended 
His head, until the ceremony ended. 
(V,95) 
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In the Oriental palace, when all the girls or young unmarried women have 
retired, Baba goes to Juan and directs him to go to the Sultana Gulbeyaz and 
kiss her foot which was abruptly declined. Probably, Juan's life would be safe 
by kissing Sultana's foot as was the custom. So, it can be reckoned that Baba's 
approach is realistic. He is down-to-earth: 
Baba, when all the damsels were withdrawn, 
Motioned to Juan to approach and then 
A second time desired him to kneel down 
And kiss the lady's foot, which maxim when 
He heard repeated, Juan with a frown 
Drew himself up to his full height again 
And said it grieved him, but he could not stoop 
To any shoe, unless it shod the Pope. 
(V, 102) 
To invest Baba with all the positive qualities could not be appropriate on 
Byron's part. After all, he is also a human being. And there is not a single man 
who is infallible. So is Baba. In harem when Juan refuses to kiss the Sultana's 
foot, Baba fumes. Then he mutters a threat which is also ignored by Juan. 
Ultimately, he asks Juan to kiss the lady's hand: 
At length perceiving the 'foot' could not stand, 
Baba proposed that he should kiss the hand. 
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(V,104) 
Baba is an amalgam of positive and negative features. He is a blend of 
virtues and vices. Moreover, he is full of commiseration. In the Oriental palace, 
when he asks Juan to kiss Sultana's foot or hand, it is not proper on moral 
ground. So, his suggestion would be unethical. But traditionally and 
circumstantially, he is right. As such, he has become the victim of circumstances. 
"There is monotony in Byron's characters and commonplace even in their 
crimes."^ Byron, by portraying Baba, seems to suggest that we all are victims of 
circumstances which is a universal tmth. And by his act Baba exhibits his love 
and compassion for Juan: 
The lady eyed him o'er and o'er and bade 
Baba retire, which he obeyed in style. 
As if well used to the retreating trade; 
And taking hints in good part all the while, 
He whispered Juan not to be afraid. 
And looking on him with a sort of smile, 
Took leave, with such a face of satisfaction, 
As good men wear who have done a virtuous action. 
(V, 107) 
From the above passage, it is manifest that Baba is very obedient. He 
obeys Sultana's dictates failing which will be disastrous for him. Apart from that, 
he is a very sage man. He is known for his prudence. Whatever Gulbeyaz 
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desires and commands, he obeys coolly: 
And Baba, who had ne'er been known to fail, 
In any kind of mischief to be wrought, 
At ail such auctions knew how to prevail. 
She had no prudence, but he had; and this 
Explains the garb which Juan took amiss. 
(V, 114) 
He tackles things tactfully. He Is candid in nature. In the seraglio scene, 
where Gulbeyaz is worried about Juan's disguise and his spending night, he 
takes the matter coolly and placates Gulbeyaz's anger and requests her to listen 
to him. He is unable to help himself in relating the matter to her. Gulbeyaz Is 
incensed, he reveals the fact that Juan was given to Dudu, a languishing and 
lazy girl whose beauty would attract many beholders. With Dudu Juan spent the 
night. Further, he pleads his innocence for what took place was not because of 
him, which is true: 
When Baba saw these symptoms, which he knew 
To bode him no great good, he deprecated 
Her anger and beseeched she'd hear him through. 
He could not help the thing which he related. 
Then out it came at length that to Dudu 
Juan was given in charge, as hath been stated. 
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But not by Baba's fault, he said, and swore on 
The holy camel's hump, besides the Koran. 
(vi, 102) 
In terms of vocabulary and outlook, Byron's Baba is thoroughly Oriental. 
He makes no mistake about the side he takes; he leaves no stone unturned in 
playing his role, especially in harem. It is Baba who discloses the truth that 
owing to Dudu's dream, which was not a joke, Juan's disguise was exposed and 
he was thrown into the sea in a sack. 
One striking point about the above passage (vi, 102) is the intensity of the 
local colour lent by Baba as he expresses his moving account of 'the holy 
camel's hump', and 'the Koran'. His view about the Qur'an, the most sacred 
book of Muslims, and 'camel's hump' is not off the mark. The camel's hump 
which is considered holy among Muslims is because of Prophet Muhammad's 
association with it. Here Byron displays positive attitude towards Muslims and 
his knowledge regarding Oriental religious sensitivities is accurate. 
Baba is a man of rich experience. He is not only a guide and mentor of 
Juan, he guides Gulbeyaz too, where it becomes mandatory on his part. When 
Baba is ordered by Gulbeyaz to bring two slaves, especially Juan, he suggests 
her to revoke her order, though he, too, is her slave. Being her slave he is 
bound to obey her commands but he advises her sincerely. He plays 
multifaceted roles. Here he appears as advisor to Gulbeyaz. He rightly 
suggests to her that a violent and hasty decision might be ominous to her: 
'To hear is to obey,' he said, 'but still. 
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Sultana, think upon the consequence. 
It is not that I shall not all fulfil 
Your orders even in their severest sense, 
But such precipitation may end ill 
Even at your own imperative expense. 
I do not mean destruction and exposure 
In case of any premature disclosure, 
(vi, 114) 
From the above passage, it is clear that Baba is far-sighted; he is a man 
of sacrificing nature. He does not vi/ant to jeopardise others for his sake which is 
evident from the following lines: 
This awkward business without harm to others, 
He still preferred his own neck to another's. 
(vi. 116) 
As to Byron's sketch of Baba, It is worth remembering that he is a neutral 
character who follows Gulbeyaz's command and goes to his office silently. He 
frowns and scowls upon ladies, especially sultanas and the path adopted by 
them regarding their stubbornness, vanity and lack of decision making: 
Away he went then upon his commission. 
Growling and grumbling in good Turkish phrase 
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Against all women of whate'er condition, 
Especially sultanas and their ways, 
Their obstinacy, pride, and indecision, 
Their never knowing their own mind two days. 
The trouble that they gave, their immorality, 
Which made him daily bless his own neutrality. 
(vi, 117) 
A specially significant theme of Don Juan for our purpose is that the poem 
is a virulent satire. In the above lines (vi, 117), Byron's satiric nature is revealed. 
Byron not only highlights Oriental culture, he castigates the vanity of English 
women of contemporary society as well. Here, in his satiric description, Baba 
emerges as the mouthpiece of Byron, Byron's statement of royalty and their 
spiritual inertia is genuine. 
When Gulbeyaz expresses her desire for the two slaves - Dudu and 
Juan, Baba follows her command. He calls his harem brothers for help and 
sends for the duo. He suggests that they must be placed in a proper order and 
their hair must be plated properly in order to conceal their identity which might be 
harbinger of bad luck. Next, he tries to produce the slaves before sultana: 
And then he called his brethren to his aid 
And sent one on a summons to the pair, 
That they must instantly be well arrayed 
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And above all be combed even to a hair 
And brought before the Empress, who had made 
Inquiries after them with kindest care, 
At which Dudu looked strange, and Juan silly. 
But go they must at once, and will I, nill I. 
(vi, 118) 
Byron is fair and prudent enough to invest Baba with positive qualities, as 
for example, his generosity towards everyone, particularly Juan and Gulbeyaz. 
He is very loyal and sincere. In the harem life, he is the pivotal figure. 
Baba, as a fatherly figure, manages the whole show in harem. In the harem, his 
sincerity is witnessed in fulfilling the commands of Gulbeyaz. Baba is not only a 
eunuch in Oriental palace, rather he plays an instmmental role too. So, the 
credit goes to Byron for observing Oriental traits of eunuch who is blessed with 
managerial skills. He presents the captives to the empress, wishing them good 
luck as a father does to his offspring, and departs for the ceremonious dinner: 
And here I leave them at their preparation 
For the imperial presence, wherein whether 
Gulbeyaz showed them both commiseration 
Or got rid of the parties altogether. 
I leave them for the present with good wishes, 
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Though doubts of their well doing, to arrange 
Another part of history, for the dishes 
Of this our banquet we must sometimes change, 
(vi, 119 and 120) 
Baba is the pivotal figure in the harem who manages the whole business. 
He is adroit and experienced. He Is not only an eunuch rather manager of the 
Oriental palace. In terms of imagery, vocabulary and outlook, Baba is thoroughly 
Oriental. Above ail, he is a highly active and compassionate character. 
GULBEYAZ 
Let us now turn to the other Oriental character, Sultana Gulbeyaz, the 
empress. In Perso-Turkish and Indo-Musllm world some sultanas have held rein 
of power. Sultana Gulbeyaz is a Persian character who is passive. She is 
extremely beautiful. She is likened to goddess, Venus who is supposed to be 
born of the wave. She is compared to an African animal having hollow, 
unbranched horns. Here Byron employs a simile in order to enhance the effect 
of the beauty of sultana. The following lines are reflective of her outward 
features: 
The lady, raising up with such an air 
As Venus rose with from the wave, on them 
Bent like an antelope a Paphian pair 
Of eyes, which put out each surrounding gem. 
And raising up an arm, as moonlight fair, 
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She signed to Baba, who first kissed the hem 
Of her deep purple robe, and speaking low, 
Pointed to Juan, who remained below. 
(V. 96) 
In terms of imagery, vocabulary and outlook, Byron's sultana is 
authentically Oriental. Moreover, the dress worn by her stands for an emblem of 
rank or office, or a ceremony. This strand of Byron's Orientalism, attention to 
authentic details, makes him markedly distinguishable from his contemporaries, 
especially Southey and Shelley. 
In the imperial hall, the presence of Gulbeyaz is very marked, rather as 
lofty as her state. Her beauty is of overpowering kind. This viewpoint is 
supported by the observation of M.K. Joseph: "Gulbeyaz is another Acrasia or 
Armida."^ The seraglio over which she rules as favourite is a place of eunuch 
guards and nubile but unfulfilled beauties. The following passage too, captures 
the physical features of Sultana: 
Her presence was as lofty as her state; 
Her beauty of that overpowering kind. 
Whose force description only would abate. 
I'd rather leave it much to your own mind 
Than lessen it by what I could relate 
Of forms and features. I would strike you blind 
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Could I do justice to the full detail; 
So, luckily for both, my phrase fail. 
(V, 97) 
Gulbeyaz's physical beauty cannot be expressed in words. Her beauty is 
ineffable. In portraying Sultana, Byron attempts to grapple with a whole range of 
issues and concerns. As an empress, she perfonns perfectly the accepted 
social role of a woman. As an idealized beauty she is no more than a treasure, 
an object to be retained or won. As an idealized beauty, Gulbeyaz is like 
Gulnare, Leila and Zuleika, the heroines of Byron's Turkish Tales'. She is 
exalted in rank and very young. She is only twenty-six. Apart from Venus, her 
physical beauty has been compared to Mary's, Queen of Scots: 
This much however I may add: her years 
Were ripe, they might make six and twenty springs, 
But there are forms which Time to touch forbears 
And turns aside his scythe to vulgar things, 
Such as was Mary's, Queen of Scots. 
(V, 98) 
As to her nature, she is an introvert. She speaks few words to her 
attendants who consist of a dozen of girls. They might be called Diana's chorus 
'cousins'. She has been compared to goddess Diana, a fairy. So is she 
outwardly: 
She spoke some words to her attendants, who 
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Composed a choir of girls, ten or a dozen, 
And were all clad alike; like Juan too, 
Who wore their uniform, by Baba chosen. 
They formed a very nymph-like looking crew. 
Which might have called Diana's chonjs 'cousin'. 
As far as outward show may correspond; 
(V, 99) 
References to 'goddess Venus' (v, 96), Mary, 'Queen of Scots' (v, 98), 
'Diana' (v, 99), are applied in Don Juan to make Gulbeyaz appear as an 
idealized beauty. She stands out as an abstraction of idealized beauty. Her 
ethereal beauty reminds one of Byron's Leila in The Giaour, another Oriental 
female with such beauty which Is difficult to concretise. She is fair in complexion 
and her fingers are fairer. In harem, when Baba proposes to Juan to kiss 
Gulbeyaz's hand: 
And he advanced, though with but a bad grace. 
Though on more thoroughbred or fairer fingers 
No lips e'er left their transitory trace. 
(V, 106) 
From the above passage, it is clear that Juan is not attracted towards 
Sultana. Rather he is pursued by her, Juan because of his preoccupation with 
Haidee, the Greek flower, does not love Gulbeyaz. So far as Haidee is 
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concerned, she too, is presented as a very young Sultana but there is in her the 
mysterious essence of feminine wisdom which is, in one of its aspects, guile and 
the deepest recesses of its being a force 'madly blind'. In Don Juan. Byron likens 
Gulbeyaz to Dudu but negatively which betrays his bias against Muslims. 
Gulbeyaz may be considered as the central Oriental character in Byron's 
Don Juan. In imperial hall, when Juan advances towards her, as directed by 
Baba, she looks at him time and again and bids Baba to withdraw. Here the role 
of her lustful nature cannot be ruled out. On observing all this very minutely or 
meticulously Baba tells Juan not to feel afraid. Being experienced and far-
sighted, Baba witnesses in Sultana's eyes love for Juan: 
The lady eyed him o'er and o'er and bade 
Baba retire, which he obeyed in style, 
(V, 107) 
She is not only fair in complexion, rather physically too. She does 
possess a sexually attractive body. She is given to sexual profligacy. She has 
ruddy face which enhances her external beauty. Sexually she is very attractive 
and active. 
When he was gone, there was sudden change. 
I know not what might be the lady's thought. 
But o'er her bright brow flashed a tumult strange, 
And into her clear cheek the blood was brought, 
Blood-red as sunset summer clouds which range 
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The verge of heaven; and in her large eyes wrought 
A mixture of sensations might be scanned, 
Of half voluptuousness and half command. 
(V, 108) 
However, things are by no means as straightforward as they may seem. 
Gulbeyaz's love for Juan is central to the plot of the poem and what is amazing 
is the nature of her love, for her captive, Juan. Here Byron Indicates the sexual 
licentiousness of Orientals. Gulbeyaz is not only voluptuous, rather devilish too. 
In short, she is akin to the devil. In the words of McGann, "there Is scarcely a 
passage in all of Don Juan where Byron talks about love without also bringing in 
sexuality frequently by employing puns."' In describing Gulbeyaz's features, 
Byron has used Oriental similitude to liken her to the devil in that she suffers 
from spiritual hollowness. The following extract brings out her features clearly: 
Her form had all the softness of her sex. 
Her features all the sweetness of the devil 
When he put on the cherub to perplex 
Eve and paved (God knows how) the road to evil. 
The sun himself was scarce more free 
Than she from aught at which the eye could cavil; 
Yet somehow there was something somewhere wanting, 
As if she rather ordered then was granting. 
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(V, 109) 
Being Sultana, she is dictatorial. Whatever she desires is fulfilled. What 
she likes she does. It seems that she has got absolute freedom which is 
described negatively. For M.K. Joseph "Gulbeyaz, the Sultana, wields a 
dangerous but reflected power:"® 
Something imperial or imperious threw 
A chain o'er all she did; that is, a chain 
Was thrown as 'twere about the neck of you. 
(V, 110) 
It may be stressed that in depicting Gulbeyaz Byron seems fascinated by 
her. Byron portrays her as an arrogant and proud woman. She is self-willed. 
Even her smile contains an iota of arrogance and self-will: 
Her very smile was haughty, though so sweet; 
Her very nod was not an inclination. 
There was a self-will even in her small feet, 
As though they were quite conscious of her station; 
They trod as upon necks. And to complete 
Her state (it is the custom of her nation), 
A poniard decked her girdle, as the sign 
She was a sultan's bride (thanks heaven, not mine) 
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(V, 111) 
The above extract very clearly indicates the Oriental custom. The 
possession of a dagger by Sultana is customary among Orientals. In describing 
reflecting the customs of Orientals he merits appreciation and for his ability to 
enter the feelings and ethos of a culture which is not his own. 
As the bride of Sultan, she plays her role aptly. She believes that 
whatever Is desired by her must be fulfilled. As such, it proves to be her 
congenital defect. At least her Utopian world provides her with some joy: 
To hear and to obey' had been from birth 
The law of all around her; to fulfil 
All phantasies which yielded joy or mirth 
Had been her slaves' chief pleasure, as her will. 
Her blood was high, her beauty scarce of earth; 
Judge them if her caprices e'er stood still. 
Had she but been a Christian, I've a notion 
We should have found out the perpetual motion. 
(v,112) 
"Almost all the remarks about the Orient in pre-Renaissance English 
literature, as for example in William Langland's Piers Plowman and John 
Lydgate'8 Fall of Princes, are heavily biased by way of Invective. The negative 
view persisted in the Renaissance period, the more so because of the impending 
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threat of Turkish aggression. What is, however, significant is that in Elizabethan 
texts, particularly the drama, the frequency of the appearance of Oriental 
characters is usually high'. Byron had initially formed a negative attitude towards 
them. Therefore, in Don Juan, he considers Christians superior to Muslims, 
which is evident as from the above passage. 
The other common feature of Gulbeyaz is her covetousness. Whatever 
she desires and sees must be provided to her. Here Byron indicates her 
manipulating skills or power and position. She spends money lavishly on several 
items. She buys innumerable things, which is reminiscent of the stereotype 
about the Orientals: 
Whatever she saw and coveted was brought; 
Whate'er she did not see, if she supposed 
It might be seen, with diligence was sought, 
And when t'was found straightway the bargain closed. 
There was no end unto the things she bought. 
Nor to the trouble which her fancies caused. 
Yet even her tyranny had such a grace. 
The women pardoned all except her face. 
(v. 113) 
Returning to her other features, Byron marvels at the impulsiveness of 
Gulbeyaz, a typical woman who thinks with her heart which is indicated in the 
above passage. 
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Her loyalty to Islam is only superficial. She is given to sexual 
licentiousness. When Juan is on his way to sale, she orders that he must be 
purchased, an order which is executed by Baba. Juan has become her latest 
object of desire. She is utterly charmed by Juan. Her eyes catch Juan, the 
slave: 
Juan, the latest of her whims, had caught 
Her eye in passing on his way to sale. 
She ordered him directly to be bought, 
(V, 114) 
Gulbeyaz is courageous. She has given her heart and body to Juan who 
is very handsome, innocent, generous, moderate and sincere. He is the 
cynosure, centre of her attraction. She gathers courage and takes every risk for 
the sake of Juan. She has fallen In love with him but in vain. She is a victim, like 
Gulnare, Leila and Zuleika, the other heroines of Byron's Turkish Tales' 
oppressed by Muslim male members. The lack of matrimonial love in Oriental 
society is a recurring theme in Byron's 'Turkish Tales'. Leila, Gulnare in The 
Corsair and Gulbeyaz in Don Juan are all victims of it, being represented as 
playthings, reeling under a hard yoke: 
His youth and features favoured the disguise. 
And should you aftk how she, a sultan's bride, 
Could risk or compass such strong phantasies, 
This I must leave sultanas to decide 
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Emperors are only husband in wives' eyes, 
And kings and consorts oft are mystified, 
As we may ascertain with due precision, 
Some by experience, others by tradition. 
(V. 115) 
In Don Juan. Byron contrasts Christianity with Islam In order to bring out 
the superiority of the former over the latter. A strong note of intellectual honesty 
underlies this work, with objective and frank discussions on religious issues. 
Christians and Muslims alike are first and foremost human beings with all their 
strengths and follies; they are not simply good or bad for practising a particular 
religion. 
According to M.K. Joseph: "When Juan enters English society, he sees 
about him the world of marriage in its whole extent the world of designing 
mothers and "drapery Misses', of Bluestocking and faithless wives, heiresses 
and fortune - hunters, which is more immoral than that of Haldee or Gulbeyaz or 
Catherine, because it contains the added element of hypocrisy."^ 
Gulbeyaz's abundant love for Juan and her superficial loyalty to Islam is 
very astonishing. She has very attractive eyes which are indicative of her 
beauty: 
She now conceived all difficulties past 
And deemed herself extremely condescending ^ ^ o ^ 
When, being made her property at last. 
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Without more preface, in her blue eyes blending 
Passion and power, a glance on him she cast. 
And merely saying, 'Christian, Canst thou love? 
Conceived that phrase was quite enough to move. 
(V, 116) 
Her announcement of love startled Juan. For Juan Is preoccupied with 
Haidee's thoughts. His mind kept on receding, and overflowing with Haidee's soft 
Ionian face. The warm blood of Haidee, the Gre^k beauty, kept on glowing in his 
face. She was rushing back upon his heart and left him in agony. The words 
used by Gulbeyaz are as poignant as sabre: 
And left his cheeks as pale as snowdrops blowing 
These words went through his soul like Arab spears, 
So that he spoke not, burst into tears. 
(V. 117) 
In the above lines, Byron employs an Oriental simile in likening the 
pungency of Gulbeyaz's word to Arab spears. 
As to vanity of ladies, when Gulbeyaz sees the condition of Juan, she is 
filled with a violent commotion. Surprisingly, she is not disturbed at the tears 
shed by Juan. "Women shed tears and use them" as weapons according to 
circumstances. Here Byron satirizes women In his portrayal of Sultana which 
contributes to making Don Juan a satire: 
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She was a good deal shocked; not shocked at tears, 
For women shed and use them at their liking. 
(V, 118) 
She is not a balm-like woman; she does not comfort Juan. Another 
feature of her is identified thus by M.K. Joseph thus: "in the false paradise of the 
seraglio, the woman imperious Gulbeyaz, is the serpent."' The tears in the eyes 
of Juan are unprecedented which surprisingly, have not generated any sympathy 
In Sultana: 
And she would have consoled, but knew not how; 
Having no equals, nothing which had e'er 
Infected her with sympathy till now. 
And never having dreamt what 'twas to bear 
Aught of a serious sorrowing kind, although. 
There might arise some pouting petty care 
To cross her brow, she wondered how to snear 
Her eyes another's eye could shed a tear. 
(V. 119) 
The satiric note of Byron in the above passage cannot be missed. 
Through Juan's tears, it is suggested, if men's eyes appear wet, there must be 
pain or something serious. But ladies shed it at any time and for nothing. Here 
Byron's attack on the vanity of women is significant. Eventually, she is swayed 
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by Juan's pathetic condition: 
And thus Gulbeyaz, though she knew not why, 
Felt an odd glistening moisture in her eye. 
(V, 120) 
As to the image of Muslim-women in Byron's 'Turkish Tales' their picture 
is presented negatively. Most of the Oriental heroines readily convert to 
Christianity. But in the case of Gulbeyaz, it is not correct. Gulbeyaz, for the first 
time in her life, is insulted. To better Juan's condition, she stakes her life but not 
for a noble cause. In the beginning, she was domineering, and to some extent, 
sympathetic too. But her failure in love leads to her fmstration and hostility: 
Gulbeyaz, for the first time in her days, 
Was much embarrassed, never having met 
In all her life with aught save prayer and praise; 
And as she also risked her life to get 
Him whom she meant to tutor in love's ways 
Into a comfortable tete a tete, 
(V. 122) 
But the problem of Gulbeyaz remains with her because Juan has got 
Haidee into his head. He Is unable to forget her which makes him appear as 
rude or unmanneriy. But as far as Gulbeyaz Is concerned, she considers herself 
as creditor of Juan because she has got him to her palace. "The 
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accommodation of Gulbeyaz to the wishes of her lord and master is recounted 
with a fine detached irony, for Byron is not much involved with them as 
characters except as they furnish an opportunity for comment on the ways of 
monarchs and women",^  points out Leslie A. Marchand. And staring at him she 
becomes rosy: 
Juan's was good and might have been still better, 
But he had got Haidee into his head. 
However strange, he could not yet forget her. 
Which made him seem exceedingly ill-bred 
Gulbeyaz, who looked on him to her palace led. 
Began to blush up to the eyes and then 
Grow deadly pale and then blush back again. 
(V. 124) 
The unabated love for Juan, reveals the inner character of Sultana. She 
loves outward glitter and is hollow from within. The words 'looking on him' and 
'blushing' (V, 124), express the sensual appetite of Gulbeyaz. In Don Juan. 
Byron celebrates love as the supreme manifestation of mankind's paradoxical 
nature. 
One of the striking features of Gulbeyaz Is her pride. Not only proud, she 
is deceitful too. The narrator of the poem Don Juan seems omnipresent who 
controls and manipulates the action and emotions of Oriental characters. It 
stands to Byron's credit that he allows a genuine Oriental relate the future of 
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Other Orientals as Baba does for Gulbeyaz. Eventually, in a dictatorial way, she 
looks into Juan's eyes for love, an act not expected of an empress: 
At length, in an imperial way, she laid 
Her hand on his and bending on him eyes. 
Which needed not an empire to persuade, 
Looked into his for love, where none replies. 
Her brow grew black, but she would not upbraid, 
That being the last thing a proud woman tries. 
She rose and pausing one chaste moment, threw 
Herself upon his breast, and there she grew. 
(V, 125) 
Like Leila, Byron's Gulbeyaz too, exhibits some remnant of the stereotype 
- an Oriental female subjected to tyranny, total segregation and subjugation and 
deprived of personal and sexual freedom. Her attempt to break bondage results 
only in frustration and vindictiveness. She does not enjoy even basic freedom 
and Is treated more as an object, rather than as a person. 
As pointed out earlier, Gulbeyaz is a sensual woman. Her sexual desire 
seems insatiable. The following description of the Sultana brings out her 
sensuality: 
This was an awkward test, as Juan found. 
But he was steeled by sorrow, wrath, and pride. 
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With gentle force her white arms he unwound 
And seated her all drooping by his side. 
Then rising haughtily he glanced around 
And looking coldly in her face, he cried, 
The prisoned eagle will not pair, nor I 
Serve a sultana's sensual phantasy. 
(V. 126) 
Her condition is chaotic. She passes through an ordeal. Juan is yet 
haunted by romantic notions of Haidee. By Juan's refusal of love to Gulbeyaz, 
Byron is suggesting the universally true idea of freedom. No matter, how 
powerful and great people are, but a true heart cannot be purchased. It is 
priceless which is evident from Juan's refusal to Gulbeyaz: 
'Thou ask't if I can love; be this the proof 
How much I have loved - that I love not thee! 
In this vile garb, the distaff, web, and woof 
Were fitter for me. Love is for the free! 
I am not dazzled by this splendid roof. 
Whate'er thy power, and great it seems to be. 
Heads how, knees bend, eyes watch around a throne, 
And hands obey - our hearts are still own." 
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(V. 127) 
Having identified her sensuality and frustration, let us examine her 
commanding nature. In the Oriental palace, being Sultana, she has never 
encountered 'No' by any one. Her dictate is always obeyed. She never cares 
for the wishes and desires of her subjects. Here Byron mocks at the empty-
heartedness of the royalty of both the faiths - Islam and Christianity. She does 
not care for fair or foul means. Her objective is the fulfilment of her sexual thirst: 
This was a truth to us extremely trite; 
Not so to her, who ne'er had heard such things 
She deemed her least command must yield delight, 
Earth being only made for queens and kings. 
If hearts lay on the left side or the right 
She hardly knew; to such perfection brings 
Legitimacy its born votaries when 
Aware of their due royal rights o'er men. 
(V. 128) 
She is a very charming lady. However, she seems as a narcissist, which 
is evident from the stress she lays on her charms. She has got a double 'divine 
right': 
Besides, as has been said, she was so fair 
As even in a much humbler lot had made 
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A kingdom or confusion anywhere, 
And also, as may be presumed, slie laid 
Some stress on charms, which seldom are, if e'er, 
By their possessors thrown into the shade. 
She thought hers gave a double 'right divine, 
And half of that opinion's also mine: 
(V. 129) 
Suffering leads to redemption but Gulbeyaz, when spurned by Juan, 
becomes indignant. She has become detrimental. Her anger has been 
compared to a beast of prey. Two images - 'tigress' and 'lioness' are used to 
bring out her nature. She is very tempestuous. Here Byron seems to suggest 
that when a pretty girl is refused in love, she becomes deadly and frustrated, as 
is the case with Sultana Gulbeyaz. She Is totally dejected and torn Into pieces: 
A tigress robbed of young, a lioness 
Or any interesting beast of prey, 
Are similes at hand for the distress 
Of ladies who cannot have their own way; 
(V, 132) 
Besides, Gulbeyaz's hopes are shattered. She is badly upset. She is in 
an unenviable predicament. She can be branded as a woman of fiery 
temperament. She is easily affected by intense sexual love: 
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If I said fire flashed from Gulbeyaz's eyes, 
T were nothing, for her eyes flashed always fire; 
Or said her cheeks assumed the deepest dyes, 
I should but bring disgrace upon the dyer, 
So supernatural was her passion's rise, 
For ne'er till now she knew a checked desire 
(V, 134) 
So far her rage is concerned, it was momentary. Her momentary rage is 
not less intense. Her fury helps her look more beautiful: 
Her rage was but a minute's, and 't was well -
A moment's more had slain her; but the while 
It lasted 'twas like a short glimpse of hell. 
Nought's more sublime than energetic bile. 
Though horrible to see, yet grand to tell. 
Like ocean warring 'gainst a rocky isle; 
And the deep passions flashing through her form 
Made her a beautiful embodied storm. 
(V, 135) 
There is a storm in Gulbeyaz's mind. The simile 'Ocean warring' is 
employed to Indicate the rage of the Sultan's bride, which has no impact on 
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Juan. Her rage is like a tempest, a violent tropical hurricane to match her fury. 
She always tries to outwit Juan's love but fails. She eagerly wants to kill Juan as 
Lear does in Shakespeare's King Lear (1605) to kill Goneril and Reagan but with 
a difference. Here the killing of Juan means to win his heart: 
A vulgar tempest't were to a typhoon 
To match a common fury with her rage, 
And yet she did not want to reach the moon, 
Like moderate Hotspur on the immortal page. 
Her anger pitched into a lower tune, 
Perhaps the fault of her soft sex and age. 
Her wish was but to 'kill, kill, kill,' like Lear's, 
And then her thirst of blood was quenched in tears. 
(V, 136) 
The anger of Gulbeyaz has been compared to Lear's to make it more profound. 
Notwithstanding her rage she is very tenacious in attaining her goal. Her silence 
is indicative of her fury. Probably, she has some premonition of a disaster. 
Being spurned and embarrassed, she does not lose her firmness and 
determination. Sometimes insult is good, as in the case of Gulbeyaz; 
A storm it raged, and like the storm it passed, 
Passed without words; In fact she could not speak. 
And then her sex's shame broke in at last. 
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A sentiment till then in her but weak, 
But now it flowed in natural and fast, 
As water through an unexpected leak. 
For she felt humbled, and humiliation 
Is sometimes good for people in her station. 
(V. 137) 
Gulbeyaz is not a lady of repenting nature. After being insulted, she 
makes a very ominous plan. She thinks to cut off Juan's head. She tries to 
bring him into repentance. She is not repentant of her folly: 
Her first thought was to cut off Juan's head; 
Her second, to cut only his - acquaintance; 
Her third, to ask him where he had been bred; 
Her fourth, to rally him into repentance; 
Her fifth, to call her maids and go to bed; 
Her sixth, to stab herself; her seventh, to sentence 
The lash to Baba; but her grand resource 
Was to sit down again, and cry of course. 
(V, 139) 
She thinks to pierce herself with a pointed tool or weapon. She also 
thinks of beheading Juan but she takes pity on him and spares his life. Her 
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failure in love has aroused pity in her: 
She thought to stab herself, but then she had 
The dagger close at hand, which made it awkward, 
For eastern stays are little made to pad, 
So that a poniard pierces if 'tis stuck hard 
She thought of killing Juan, but, poor lad. 
Though he deserved it well for being backward. 
The cutting off his head was not the art 
Most likely to attain her aim - his heart 
(V. 140) 
In the Oriental court what amuses and intrigues us is the incongruity 
between the personal Inclination of the characters and the public attitudes they 
are required to play. The following description of the Sultana Gulbeyaz is given 
by Baba serves an instance in point: 
'Bride of the Sun and Sister of the Moon' 
('T was thus he spake) 'And Empress of the Earth I 
Whose frown would put the spheres all out of tune. 
Whose smile makes all the planets dance with mirth. 
Your slave brings tidings - he hopes not to soon-
Which your sublime attention may be worth. 
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The Sun himself has sent me like a ray 
To hint that he is coming up this way!' 
(V, 144) 
Gulbeyaz has been compared to the 'Bride of the Sun', 'Sister of the 
Moon' and 'Empress of the earth'. All these images express Gulbeyaz's glory, 
beauty and power respectively. She is very hasty and rash, obstinately 
determined and straightfonvard. Besides, she is bold and beautiful. She stakes 
her life in order to win Juan's heart. She wants to spend a life of unfettered 
freedom: 
And yet a headlong, headstrong, downright she. 
Young, beautiful, and daring, who would risk 
A throne, the world, the universe to be 
Beloved In her own way, and rather whisk 
The stars from out the sky than not be free 
As are the billows when the breeze is brisk -
Though such a she's a devil (if that there be one). 
Yet she would make full many a Manichean. 
(vi, 3) 
Notwithstanding being weak-minded, she has become desperate. She 
reacts negatively, to some extent, to her husband. Here Byron highlights the 
loveless marriage of Gulbeyaz which Indicates also the practice of polygamy in 
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the Oriental society: 
I know Gulbeyaz was extremely wrong; 
I own it, I deplore it, I condemn it. 
But I detest all fiction even in song 
And so must tell the truth, howe'er, you blame it 
Her reason being weak, her passions strong, 
She thought that her lord's heart (even could she claim it) 
Was scare enough; for he had fifty-nine 
Years and a fifteen-hundredth concubine. 
(vi, 8) 
Though Gulbeyaz is the consort of an emperor, she is wicked and 
unreliable. She loves a Christian, an act which evokes abhon'ence in Muslim 
society. It will be a stigma on Muslim society. Her desire for a Christian is 
unethical on her part: 
Gulbeyaz was an empress, but had been 
Perhaps as wretched if a peasant's quean. 
(vi. 25) 
In the Seraglio, Gulbeyaz is known as 'the Mother of Maids' (VI, 30), 
which is her title. Nothing can be done without her permission. It is not clear 
whether she has become mother or not, or the maids who call her mother are 
senior to her or junior is not Important. She has got this title in the seraglio by 
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virtue of marrying the Sultan. Her special duty in the seraglio is to remain 
reticent and reserved and look after activities of concubines: 
Whether she was a mother, I know not, 
Or whether they were maids, who called her mother, 
But this is her seraglio title, got 
I know not how, but good as any other; 
So Cantemir can tell you, or De Tott, 
Her office was to keep aloof or smother 
All bad propensities In fifteen hundred 
Young women and correct them when they blundered. 
(vi, 31) 
When 'Mamma' (VI, 47), that is Gulbeyaz, realises that Sultan has 
recognized Juan, she places him with Dudu - a quiet, inoffensive, silent and shy 
girl. The very next day, she is perturbed. Her condition is agonizing. Her 
impetuous desire makes her awful. The images of nightingale and her singing 
are employed in order to compare the beauty and melodious voice of the Sultana 
and her pain, anguish and predicament: 
With the first day ray or rather grey of morn, 
Gulbeyaz rose from restlessness, and pale 
As passion rises with its bosom worn. 
Arrayed herself with mantle, gem, and veil. 
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The nightingale that sings with the deep thorn, 
Which fable places In her breast of wail, 
Is lighter far of heart and voice than those 
Whose headlong passions from their proper woes 
(vi, 87) 
After describing her features. It is worth noting to compare and contrast 
her with Gulnare, the heroine of The Corsair, one of the Turkish Tales' by Byron. 
The most striking feature of Gulnare is the physical and moral revolt on her part. 
Gulnare becomes the very symbol of freedom in comparison to Gulbeyaz, the 
heroine of Don Juan. 
As far as Gulbeyaz's bed is concerned, it is very luxurious. Even the 
comfortable bed does not provide solace to her heart. She is highly impulsive. 
She suffers from the trauma of love and arrogance. She is very sad and 
distressed over her mistake: 
Rose the Sultana from a bed of splendour. 
Softer than the soft Sybarite's who cried 
Aloud because his feelings were too tender 
To brook a ruffled rose leaf by his side; 
So beautiful that art could little mend her, 
Thought pale with conflicts between love and pride. 
So agitated was she with her error 
117 
She did not even look into the mirror. 
(vi. 89) 
She seenns very authoritative. When Sultan is out of harem, Gulbeyaz, 
'the Mother of pearl' (vi, 98), acts freely. She is very eager to knov^ ^ about the 
disguise of Juan. Moreover, she wishes to know how he spent his night in the 
harem. She summons Baba and enquires: 
Don Juan at his hands and information 
Of what had past since all the slaves retired, 
And whether he had occupied their station, 
If matters had been managed as desired, 
And his disguise with due consideration 
Kept up and above all, the where and how 
He had passed the night was what she wished to know. 
(vi, 99) 
That she is not a specimen of perseverance. She is very fast and 
fastidious. She is given to haste which makes her look irrational and impatient. 
She easily gets excited and annoyed which betrays her short-tempered and 
fragile nature: 
Gulbeyaz was no model of true patience 
Nor much disposed to wait in or deed. 
She liked quick answers in all conversations 
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And when she saw him stumping like a steed 
In his replies, she puzzled him for fresh ones. 
And as his speech grew still more broken - kneed, 
Her cheek began to flush, her eyes to sparkle. 
And her proud brow's blue veins to swell and darkle. 
(vi, 101) 
Her impatience indicates that her loyalty to Islam is not sincere, rather it is 
a sham. When she comes to the harsh reality that Juan had shared bed with 
Dudu, she is engulfed by grief which is evident from her face. She becomes 
despondent and melancholic. Her ominous dream is shattered: 
So deep an anguish wrong Gulbeyaz's brow 
Her cheek turned ashes, ears rung, brain whirled round 
As if she had received a sudden blow, 
And the heart's dew of pain sprang fast and chilly 
O'er her fair front, like moming's on a lily. 
(vi, 105) 
Gulbeyaz is bold-hearted. Nonetheless her predicament is that she does 
not lose her heart, as Baba mistakenly thought. She is incensed and vindictive. 
She has become as deadly as a large snake that crushes and kills its prey by 
twisting round it. Her heart is in pain and passions seem decreasing. Inwardly, 
however, she is utterly disturbed. The following lines graphically describe her 
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condition: 
She stood a moment as a pythoness 
Stands on her tripod, agonized and fuii 
Of inspiration gathered from distress, 
When all the heartstrings like wild horses pull 
The heart asunder. Then as more or less 
Their speed abated or their strength grew dull, 
She sunk down on her seat by slow degrees 
And bowed her throbbing head o'ver trembling knees. 
(vi, 107) 
In depicting the loathsome aspects of Gulbeyaz Byron is not directing ire 
against Orientals in particular, rather he is condemning cormpt authority. 
Internally her character may not be attractive but externally she is blessed 
with beauty. Her beauty shines bright. For long colourful things of her life once 
glowed fresh seem fading. They are gone beyond recovery. She seems in an 
oblivious mood. Her life seems devoid of all pleasure: 
Her face declined and was unseen; her hair 
Fell in long tresses like the weeping willow, 
Sweeping the marble underneath her chair, 
Or rather sofa (for it was all pillow, 
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A low, soft ottoman). And black despair 
Stirred up and down her bosom like a billow, 
Which njshes to some shore, whose shingles check 
Its farther course, but must receive its wreck. 
(vi. 108) 
The problem of Gulbeyaz is self-generated. She is solely responsible for 
that. She has long hair which is expected of every Muslim girl. Sometimes the 
long hair of ladies play very important role In hiding their identity as is the case 
with Gulbeyaz. Her hand is as beautiful as a marble: 
Her head hung down, and her long hair In stooping 
Concealed her features better than a veil; 
And one hand o'er the ottomen lay drooping. 
White, waxen, and alabaster pale. 
Would that I were a painter to be grouping 
All that a poet drags into detail! 
(vi, 109) 
In the above passage, Byron employs some similitudes to bring out 
physical beauty of Sultana. She is as white as an alabaster; as soft as wax; her 
long hair is better than a veil, a cloth used to hide the face or identity of a person. 
The word 'veil indicates Oriental culture and lifestyle. "He [Byron] is as 
nonchalant as Hollywood in having Juan speak, to the Englishman Johsnon, and 
121 
to the Turkish Baba and Gulbeyaz."^° She is in utter desperation. She wants to 
take the world by storm. Perhaps, she has no spiritual bulwark. Her condition is 
chaotic: 
At length she rose up and began to walk 
Slowly along the room, but silent still, 
And her brow cleared, but not trouble eye. 
The wind was down, but still the sea ran high. 
(vi, 110) 
Being Sultana, she cannot express her problem - grief, agony, misery 
and predicament in words. Her love Is unshakeable but through body language 
everything is exposed secret which can be sensed veritably. Her revenge 
motive and urge to restore her honour are reflective of her commanding nature. 
She stops walking and summons Baba and tells him to bring two slaves. But 
Baba does not want to do so because he is an experienced man and thinks of 
the repercussions which would be detrimental to Sultana and to the harem 
occupants. He shivers violently with fear and seeks Gulbeyaz's permission to 
leave the harem; she does not allow him to go and adds that Juan must be 
secretly brought to her. Baba realises all the dangers, which seem inevitable. 
For, he invokes by the sacred hair of Prophet Muhammad's beard for her order 
to be withdrawn. In terms of vocabulary, Baba is thoroughly Oriental and 
represents Muslim faith in his invocation of the Prophet Muhammad's beard: 
Gulbeyaz stopped and beckoned Baba. "Slave, 
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Bring the two slaves,' she said in a low tone, 
But one which Baba did not like to brave, 
And yet he shuddered and seemed rather prone 
To prove reluctant and begged leave to crave 
(Though he well knew the meaning) to be shown 
What slaves Her Highness wished to indicate, 
For fear of any error, like the late. 
The Georgian and her paramour,' replied 
The imperial bride and added, 'Let the boat 
Be ready by the secret portal's side 
You know the rest.' The words stuck in her throat 
Despite her injured love and fiery pride. 
And of this Baba willingly took note 
And begged by every hair of Mahomet's beard 
She would revoke the order he had heard. 
(vi, 112 and 113) 
In sum, Gulbeyaz is not what she seems. Physically she is very intriguing 
but spiritually hollow. She is full of sexual hypocrisy. Her loyalty to Islam is 
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superficial. She is a typical Oriental female, for she is a victim of loveless 
marriage. She is imperious before she asks Juan for her love and vindictive 
after her failure to arouse love in Juan for her. 
SULTAN 
The other Oriental character is Sultan, the husband of Gulbeyaz. Sultan is 
a word which is originally an abstract noun signifying "power, authority", but 
which by tenth century assumed the meaning of the holder of power, authority. 
Thus, speaking historically, it could then be used for provincial and even petty 
rulers who assumed de facto power along side the Caliph, but in the eleventh 
century It was specially used by the dominant powers in the central lands of the 
fonner caliphate, the Great Saljuk who initially overshadowed the Abbasids of 
Baghdad. In the Perso-Turkish and Indo-Muslim worids it denotes a man who is 
the holder of power. 
Sultan is an Oriental character who Is very humble and refined. He has 
four wives which reflects the practice of polygamy which Is allowed in Islam in 
order to stop sexual anarchy under certain circumstances and provide shelter to 
hapless women. Sultana Gulbeyaz is his fourth and favourite wife. Whenever, 
he visits her, he makes it known publicly which is reflective of Muslim culture: 
His Majesty was always so polite 
As to announce his visits a long while 
Before he came, especially at night; 
For being the last wife of the emperor, 
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She was of course the favourite of the four. 
(V. 146) 
"The sumptuous polygamy of Stamboul, the sumptuous polyandry of St. 
Petesburg, are both in the end equally sterile, boring and sad; and Byron 
equates them by his flippant suggestion for solving the Russo-Turkish 
problems."^^ Sultan is a man of sombre nature. He has a beard and wears a 
shawl which are indicative of his Oriental lifestyle. He is a good ruler. He is as 
great as Solyman, the founder of the kingdom of Turi<ey: 
His Highness was a man of solemn port, 
Shawled to the nose and bearded to the eyes, 
Snatched from a prison to preside at court 
His lately bowstring brother caused his rise 
He was as good a sovereign of the sort 
As any mentioned in the histories 
Of Cantemir or Knolles, where few shine 
Save Solyman, the glory of the line. 
(V. 147) 
In a true Oriental vein, Byron presents his Sultan. In terms of custom, 
dress and vocabulary, Byron's accuracy Is highly remari<able. Especially the 
words 'shawl', 'beard', and 'Solyman' signify Oriental customs and culture. 
Sultan is a religious man. He goes to mosque and offers his prayers 
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which is expected of a Muslim. He is an extremely honest man; he believes in 
the honesty of his vizier, a high executive officer of Muslim countries and 
especially of the former Turkish empire. Probably he does not have domestic 
cares which is a clue to his carefree nature. That is why he has been branded 
as the absurd Sultan, by M.K. Joseph. Byron's remarks towards Muslims on this 
count are not up to the mark. He indicates Christians' superiority over Muslims: 
He went to mosque in state and said his prayers 
With more than 'Oriental scnjpulosity'. 
He left to his vizier all state affairs 
And showed but little royal curiosity. 
I know not if he had domestic cares; 
No process proved connubial animosity, 
Four wives and twice five hundred maids, unseen. 
Were ruled as calmly as a Christian queen. 
(V, 148) 
Since Sultan is religious, the words 'mosque' and 'prayer' demonstrate his 
religious association where Byron brilliantly succeeds in recreating Oriental 
ethos. He has fifty daughters and four dozen sons. The daughters live in the 
harem like nuns till they are married to some ruler: 
He had fifty daughters and four dozen sons. 
Of whom all such as came of age were stowed. 
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The former in a palace, where like nuns 
They live till some bashaw was sent abroad, 
When she, whose fun it was, was wed at once. 
Sometimes at six years old. Though this seemed odd, 
Tis, true; the reason is that the bashaw 
Must make a present to his sire-in-law. 
(V, 152) 
In sum, in portraying Sultan's daughters Byron remains scrupulously 
faithful to local colour yet this Oriental setting helps to disaipt commonplaces 
and move one to examine broader social and political issues. 
Let us turn to Sultan's sons who are kept in prison till they are grown up. 
Their upbringing and education are magnificent but with a difference. They do 
not deserve to be the rulers of a state. Their education is improper. The lack of 
proper education Is because of the carelessness of Sultan: 
His sons were kept in prisons, till they grew 
Of years to fill a bowstring or the throne, 
One or the other, but which of the two 
Could yet be known unto the fates alone. 
Meantime the education they went through 
Was princely, as the proofs have always shown. 
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So that the heir apparent still was found 
No less deserving to be hanged than crowned. 
(V. 153) 
Through Sultan's features, Byron indicates the monarchical hierarchy of 
Muslim countries and especially of Turicey. It was the luxurious lifestyle of 
Orientals which brought about their downfall. 
Beyond physical features come insights into characters, and they too 
point out an archetypal figure. Sultan has much regard for his fourth wife 
Gulbeyaz. With all his magnificence he salutes Sultana Gulbeyaz. He clears 
her dazzling eyes which is lil<ed by Gulbeyaz. His love and regard for his wife 
are mandatory to maintain a healthy connubial relation. He is welcomed by 
Sultana gracefully, but her loyalty is artificial which betrays the loveless marriage 
of the Orientals in particular: 
His Majesty saluted his fourth spouse 
With all the ceremonies of his rank. 
Who cleared her sparkling eyes and smoothed her brows. 
As suits a matron who has played a prank. 
These must seem doubly mindful of their vows. 
To save the credit of their breaking bank. 
So no men are such cordial greetings given 
As those whose wives have made them fit for heaven. 
(v, 154) 
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Again, however, things are by no means as straightforward as they may 
seem. By portraying Sultan and Sultana's unhappy relationship, probably, Byron 
hints at the relationship of his own parents which was not cordial. 
Moreover, Sultan is a wise man. In the harem, he looks at the things 
around and finds Juan in his garb. The discovery of Juan is not amazing fwhim. 
But being wise he soon realizes that something is wrong. He startles all, 
especially Sultana in harem when Juan's identity is established. Moreover, Juan 
is a Christian - very cute, handsome. Innocent and passive, unlike the damsels 
in Oriental palace: 
His Highness cast around his great black eyes 
And looking, as he always looked, perceived 
Juan amongst the damsels in disguise, 
At which he seemed no whit surprised nor grieved. 
But just remarked with air sedate and wise. 
While still a fluttering sigh Gulbeyaz heaved, 
'I see you've bought another girl, 'tis pity 
That a mere Christian should be half so pretty.' 
(V. 155) 
The Sultan is noble and exalted. He does everything according to routine. 
In the harem, he looks at Oulbeyaz and expects welcome by Sultana which 
seems natural but his 'ulterior view' comes out later: 
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His Highness, the sublimest of manl<ind-
So styled according to the usual forms 
Of very monarch, till they are consigned 
To those sad hungry Jacobins the worms. 
Who on the very loftiest kings have dined -
His Highness gazed upon Gulbeyaz' charms, 
Expecting all the welcome of a lover 
(A 'Highness welcome' all the wide world over) 
(vi, 13) 
Sultan can be compared to the another Oriental character of Byron, Glaffir 
of the Bride of Abydos. "a self-centred despot, Giaffir who has scant regard for 
others' feelings."^^ Sultan has thirty kingdoms. In harem, the discovery of Juan 
by Sultan is detested by Sultana: 
Master of thirty kingdoms so sublime 
And of a wife by whom he was abhorred, 
A thing of much less import in that clime -
(vi. 90) 
He does not think much of the matter as Sultana does. In actuality, he 
does not feel bothered because he reposes his faith in the vizier and leaves all 
state affairs to him. The faith which Sultan has in vizier reflects the genuine 
feature of the Orientals. Apart from Gulbeyaz, he simply likes to have a 
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mistress. Love is as a duty on his part which makes him love his fourth wife. 
Needless to point out, the lack of matrimonial love in Oriental society is indeed a 
recurring theme in Byron's "Turkish Tales". Gulbeyaz in Don Juan is a victim of 
it: 
He did not think much on the matter nor 
Indeed on any other. As a man 
He liked to have a handsome paramour 
At hand, as one may like to have a fan, 
And therefore of Circassians had good store 
As an amusement after the Divan, 
Though an unusual fit of love or duty 
Had made him lately bask in his bride's beauty. 
(vi. 91) 
The idea of Sultan of having a mistress indicates the sexual 
licentiousness of Oriental rulers and their luxurious lifestyle which was very 
common during Byron's day. Byron condemns the lewd behaviour of the 
Oriental mlers. Above all. Sultan is a stereotype and passive character unlike 
Giaffir. When he gets up, he performs ablutions - the washing of certain parts of 
the body, according to Oriental custom; he offers prayers and other pious rituals 
in a true Oriental vein: 
And no he rose, and after due ablutions 
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Exacted by the custom of the East 
And prayers and other pious evolutions, 
He drank six cups of coffee at the least 
And then withdraw to hear about the Russians, 
Whose victories had recently increased 
In Catherine's reign, whom glory still adores 
As greatest of all sovereign and whores. 
(vi. 92) 
The Oriental traits of Sultan's character are, unmistakable and genuine. 
The taking of "six cups of coffee" reflects the Oriental lifestyle and passivity of 
Sultan. At the level of political allegory Sultan's similarity with Lady Catherine is 
significant. Here Byron highlights the disloyalty and immorality of the higher 
officials of his day, not only in Oriental but also in European society. 
Sultan is not loyal to Gulbeyaz. He has been compared to Lady 
Catherine who is disloyal to her husband. They both are immoral and licentious. 
Sultan being a Muslim is not supposed to be treacherous towards his spouse: 
Had Catherine and the Sultan understood 
Their own true interests, which kings rarely know, 
Until 'tis taught by lessons rather rude, 
There was a way to end their strife, although 
Perhaps precarious, had they but thought good 
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Without the aid of prince or plenipo: 
She to dismiss her guards and his harem 
And for their other matters meet and share 'em. 
(vi, 95) 
In the above extract, Byron equates them by his sage advice for solving 
the Russo-Turkish problem. Leslie A. Marchand says: "Byron made it perfectly 
clear that he was concerned not principally with the barbarities of the heathen 
Turks and the uncivilized Russians but with the senseless slaughter and 
suffering brought about by the English alliances in the Napoleonic wars by 
English support of legitimacy and the unholy - "Holy Alliance."^^ 
As an appendage to the political allegory, Byron highlights the spiritual 
emptiness and mannerism of the ruling class. They do not care for the feelings 
and emotions of their subjects, until they are taught some lesson. They think of 
their own interests and benefits only. They indulge in sexual perversion. 
To sum up, Byron's Oriental characters are an amalgam of vice and 
virtue; and loyal to their faith. Above all, they are, tnje to life. 
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CHAPTER-FOUR 
ORIENTAL CONTENT AND CONTEXT IN LORD BYRON'S 
•CHILDE HAROLD'S PILGRIMAGE', 'BEPPO' AND TURKISH 
TALES' 
Byron was an avid reader of Oriental history and legends. So, it is not 
surprising to note the Oriental content and context in his works. 
My primary aim in this Chapter is to draw a compendium of Byron's 
Oriental elements in his poems namely "Childe Harold's Pilgrimage" "Beppo", 
and "Turkish Tales". At the very outset, it might be fruitful to define the term 
'Oriental'. It indicates a religio-cultural concept rather than a purely geographical 
one, and denotes the Islamic culture and traditions prevailing in Byron's day. 
Hence, Arabic, Persian and Turkish words employed by Byron are reckoned as 
the ingredients of his Oriental diction. 
The Oriental elements in Byron's work demonstrate his wide and varied 
spectrum of knowledge of Oriental history and legends. In this Chapter my 
purpose is to explore Byron's Orientalism. Notwithstanding his desire and some 
efforts to gain knowledge of Oriental languages, especially Arabic and Turkish, 
Byron could not gain any proficiency in them. His employment of Oriental terms 
is then owing to his first-hand minute observation of Oriental life and partly owing 
to his extensive reading in works on the Orient. Notwithstanding the lack of any 
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the greater extent, aptly. 
Byron had journeyed through Epirus, Acarnanina to Mesolonghi, Delphi, 
Athens, Symrna and Constantinople in 1810. Apart from that, he had visited 
Albania and Turkey in 1810. Annong the fruits of these wanderings which Byron 
had were some Oriental material for his writings. 
Since most of Byron's Oriental expressions would obviously be 
incomprehensible to his English speaking reading public, he provides several 
explanatory notes. His vocabulary is extensive in that whatever the subject he 
treats, he seldom fails to shed light on the most felicitous expression. 
The first figure within the brackets records the exact reference provided for 
canto and stanza or line numbers; for the "Chllde Harold's Pilgrimage", stanza 
number follows the canto number, whereas for "Beppo" and Turkish Tales" line 
numbers follow the canto number. The following abbreviations have been 
employed for the poems CHP = "Childe Harold's Pilgrimage", B = "Beppo", G -
Giaour", BOP - The Bride of Abydos", C = "The Corsair", and S = "The Siege of 
Corinth". This seemed as the most practical and accessible way of presenting 
the material. Let us begin with a view to identifying Oriental elements in the 
above works and examine their functional role, if any. 
"Childe Harold's Pilgrimage" (1812-18) is full of Oriental content and 
context. Canto II. 'Land of Albania: let me bend mine eyes' (XXXVIII) is 
thoroughly Oriental, This line evidently illustrates both his personal interest in the 
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Orient since childhood and his contemporaries' general fascination with it. 
Albania is a Muslim country which consists of part of Macedonia, lllyria, Chaonia, 
and Epirus. Besides, Iskander is the Turkish word for Alexander; and the 
celebrated Scanderbeg (Lord Alexander) whose name is mentioned in the CHP 
(XXVIII: 3-4). Of Albania Gibbon remarks that a country "within sight of Italy is 
less known than the interior of America."^ Circumstances, of little sequence, led 
Byron and Hobhouse, Byron's friend, to visit Albania before any other part of the 
Ottoman dominions. Except Major Leake, then officially resident at Joannina, no 
other English man had ever appeared beyond the capital into the interior of 
Albania. At that time (October, 1809) Ali Pasha was carrying on war against 
Ibrahim Pasha, whom he had driven to Berat, a strong fortress, which he was 
then besieging. When Byron and Hobhouse arrived at Joannina, they were 
invited to Tepaleni, his highness's birthplace, and favourite Serai, which was at 
the distance of one day's journey from Berat. At that particular juncture the Vizier, 
title of the highest functionary in Oriental countries, had made it his headquarters. 
When Harold passes through the streets of Albania, he observes: "No 
nations are so detested and dreaded by their neighbours as the Albanians."^ 
The Greeks hardly regarded them as Christians, and the Turks hardly as 
Muslims. As such, they are a mixture of both, and sometimes neither. Their 
habits are predatory - all are armed, which betrays their rank and status. Apart 
from that, points out Byron, they are treacherous; others differ somewhat in garb 
and essentially in character. 
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They are not only armed and Amaouts, rather have, in general, "a fine 
cast of countenance."^ The Albanian women are extremely beautiful whom 
Harold ever beheld. In stature and features they are very Intriguing. Their 
"manner of walking is truly theatrical; but this strut is probably the effect of the 
capote",^ a long woolly Albanian cloak, which serves the twin function of 
defending one against cold weather and serving as one's bed sheet. The word 
capote' is derived from the Turkish word 'kaput' which denotes a large cloak. In 
Albania, 'capote' stands for a cloak which is generally made of coarse material. 
Once Byron used this term in one of his letters to his wife when he was almost 
lost in a Turkish warship. The Albanian people have long hair which reminds us 
of their simple and harsh condition, and their courage in unmethodical warfare. 
Though they have some cavalry amongst the Gedges of foot they are not 
subdued by weariness: 
Land of Albanial Where Iskander rose, 
Theme of the young and beacon of the wise, 
And he his namesake, whose oft-baffled foes 
Shrunk from his deeds of chivalrous emprize: 
Land of Albanial Let me bend mine eyes 
On thee, thou rugged nurse of savage men! 
(CHP, II, XXXVIII) 
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Byron had visited Albania with his friend Hobhouse. When Hobhouse was 
caught by severe fever, during that period Byron gained some knowledge of that 
mountainous country which is mentioned in the above stanza. Byron considers 
Albanians as uncouth, which is not true. This observation betrays Byron's 
negative attitude towards Albania. 
After depicting Albania, Byron proceeds to deal with the cross and the 
crescent which signify Christianity and Islam respectively. The cross descends, 
thy minarets arise,/ And the pale crescent sparkles in the glen' (II, 38); Byron 
points out that 'the minarets', which we see rising aloft, take the place of the 
cross. Literally, 'descends' means the cross takes the lower place in Oriental 
countries. A minaret is a tall slender tower, built by the side of a mosque, with a 
gallery running round it near the summit, from which Muslims are summoned to 
prayer. It is used as an ornament surmounting the mosque. Numerous 
cypresses are planted near mosques in Muslim cemeteries: 
The cross descends, thy minarets arise. 
And the pale crescent sparkles in the glen. 
Through many a cypress grove within each city's ken. 
(CHP, II, XXXVIII) 
The brightness of the minarets impressed Byron very much which is 
indicative of Oriental gorgeousness. Generally minarets of mosques are 
illuminated with light.Byron's regard for Muslim religious structures indicates his 
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positive feelings towards Oriental faith and its religious symbols. 
Moreover, the Orientals are very authoritative. When Byron was in 
Albania, Ali Pasha was the supreme authority of that country. Whatever he 
wished was enforced. His subjects were bound to follow his dictates, which is 
reflective of Oriental despotism. Ali Pasha was an extraordinary man. There is 
an erroneous account in Pouqueville's Travels. Generally it is held that he 
governed his country coercively. But this is incorrect. Undoubtedly, his 
command shows his power and position. He was a celebrated chief: 
To greet Albania's chief, whose dread command. 
Is lawless law; for with a bloody hand 
He sways a nation, turbulent and bold; 
Yet here and there some daring mountain-band 
(CHP II, XLVII) 
Childe Harold sees the lighted minarets of Tepalen. In Albania, the 
minarets shine with lamps, especially, during the month of Ramazan in which 
Muslims abstain from drink, food and sexual intercourse from dawn to dusk. 
Byron's visit to Tepalen during the fast of Ramazan when the gallery of each 
minaret was decorated with a circle of small lamps. When seen from a 'distance, 
each minaret presents a point of light, like meteors in the sky; and in a large city, 
where they are numerous, they resemble a swarm of fireflies. In Muslim 
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countries minarets are the symbols of Islam. Like any Western traveller he is 
struck by the spiralling minarets but unlike any other Western traveller he depicts 
these in a positive light: 
The glittering minarets of Tepalen, 
Whose walls o'erlook the stream; and drawing nigh, 
He heard the busy hum of warrior-men 
Swelling the breeze that sigh'd along the lengthening glen. 
(CHP II, LV) 
Tepalen (Tapeline) was the town where Ali Pasha was born. It was his 
favourite residence, about 60 miles from north-west of Yanina. Whenever Childe 
Harold passes the holy haram's tower, he surveys the power and position of Ali 
Pasha, chief of Albania and around him high estate is proclaimed. Byron 
considers him as not less than a despot. In imperial palace there are different 
sorts of people who manage the court business: 
He pass'd the sacred Haram's silent tower, 
And underneath the wide o'erarching gate 
Survey'd the dwelling of this chief of power. 
Where all around proclaim'd his high estate. 
Amidst no common pomp the despot sate, 
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While busy preparation shook the court, 
Slaves, eunuchs, soldiers, guest, and santons wait; 
Within, a palace, and, without, a fort: 
Here men of every clime appear to make resort. 
(CHP II, LVI) 
So far Ali Pasha's dwellings and power are concerned, as observed by 
Byron, these are of high level. His dwelling is very luxurious which indicates 
Oriental pompous lifestyle. Ali Pasha has been branded as a despot and Byron, 
to some extent, is not off the mark. Apart from that, slaves, eunuchs, and 
soldiers in their palaces highlight their wealth, grandeur and sexual pleasure. 
Moreover, their love for knowledge and their hospitality are worthy of note. In 
Oriental palaces, slaves are kept in the form of concubines, granting them some 
rights akin to that of a spouse. Undoubtedly, some Muslim rulers, misused this 
legal provision which was recommended by Islamic law to deal with female 
prisoners of war. In terms of vocabulary, 'Haram' is thoroughly Oriental. 
Tartar [Tatar] is the name for the government couriers in Turkey. Tartars 
act as messengers, and carry post. They wear tall black caps, like the Persians, 
which is reflective of their designation: 
Some high-capp'd Tartar spurr'd his steed away: 
The Turk, the Greek, the Albania, and the Moor, 
143 
Here mingled in their many-hued array. 
(CHP II, LVII) 
The word 'steed' indicates the military pursuits of Orientals. 
In addition to this substantial Oriental material, a range of Arabic, Persian 
and Turkish words are used In CHP. For Harold listens to the nightly solemn 
sound i.e., "Adhan". from the minarets. Adhan, an Arabic formula, is the call to 
prayer from the minarets by the muezzin, a caller, is given five times in the day, 
is especially audible in the stillness of the late evening and early morning. 
HarkI from the mosque the nightly solemn sound. 
The muezzin's call doth shake the minaret. 
(CHP, II, LIX) 
"There is no God, but God (Allah)l God is great (CHP II. LIX). This is the 
Arabic formula. The actual formula runs thus: "la llaha lllallah - Muhammad 
Rasullah" which means there is no god but Allah, and Muhammad is His 
Prophet. 
Next "Ramazan", the month of fasting for Muslims, during which "the 
faithful abstain from food, drink, and smoke, from sunrise to sunset, is observed 
with great strictness, and entails great privation on the working classes; but 
during the night time everyone indemnifies himself by feasting."^ 
Just at this season Ramazani's fast 
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Through the long day its penance did maintain: 
But when the lingering twilight hour was past, 
Revel and feast assumed the rule again: 
Now all was bustle, and the menial train 
Prepared and spread the plenteous board within, 
The vacant gallery now seem'd made in vain, 
But from the chambers came the mingling din. 
As page and slave anon were passing out and in. 
(CHP II. LX) 
In the above passage Byron's knowledge of Islam and Muslims is 
reflected at its sharpest with reference to Ramadan, the Arabic name of the ninth 
month of the Islamic lunar calendar. In the month of Ramadan, in Oriental 
society, mosques are decorated with lights which is demonstrative of religious 
fervour of Muslims. In this month, Muslims offer special prayer (Tarawih) at 
nights. Byron's references to Ramadan cover some remarkable points. For 
instance, 'Ramazani's fast' its 'day long penance' and its conclusion at 'the 
twilight hour', i.e. in the evening are of prime significance. At the end of this 
month Muslims celebrate Bairam's feast (CHP II, 228 and 449) which is similar to 
Thanksgiving Day of Christians. For such type of factual description of Islam, 
Byron seems indebted to Sale's scholarly notes in his English translation of the 
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Quran (1734) and Henley's notes on Vathek. During those days Byron was in 
Turkey, hence his first-hand observations too, account for the above description. 
As to the image of women in Albania, their voice is never heard. They are 
rarely allowed to move without veil and escort. The word 'veil' a cloth to hide the 
face or somebody's identity, is demonstrative of Oriental culture. Oriental women 
are bound to obey their men. They cannot interact of some other person except 
their husband. They are confined to their house; they have to spend their time in 
their house which is compared to a cage. It will be unethical and immoral for 
Oriental women to go out. They are pleased with their master's love and 
affection. They look after their children. In short, women in Oriental society look 
after domestic chores which for them is of paramount significance: 
Here woman's voice is never heard: apart, 
And scarce permitted, guarded, veil'd to move. 
She yields to one her person and her heart, 
Tamed to her cage, nor feels a wish to rove: 
For, not unhappy in master's love. 
And joyful in a mother's gentlest cares, 
Blest cares ! All other feelings for above! 
Herself more sweetly rears the babe she bears. 
Who never quits the breast, no meaner passion shares. 
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(CHP II, LXI) 
Albanian women's body and soul are dedicated to their husbands. They 
cannot do any thing which is against their husband's wish which is indicative of 
two things. Firstly, they might be loyal towards their spouse; secondly, they are 
subject to their husband's despotism and tyranny. In the above passage, Byron's 
employment of the imagery, vocabulary and outlook is authentically Oriental. 
And the credit goes to Byron for depicting an alien culture superbly. In Oriental 
society, ladies are bound to remain in their houses. However, they have to 
manage the domestic chores which is expected of them. 
Ali Pasha was a man of war and woes. The 'woes' are those which he 
had caused. Ali Pasha was born in 1740, and "began life as an independent 
freebooter, in which capacity he caused much plunder, owing to the disorganized 
and lawless conditions in Albania. By this means he was able to purchase a 
Pashalik from the Porte, and when he attacked and succeeded in subduing many 
of the neighbouring Pashas, he was permitted to extend his power, because he 
was of service in reducing the half independent tribes and establishing order in 
the country. His authority extended over Albania, Epirus, Thessaly and a great 
part of Greece, as far as the Corinthian Gulf. He encouraged education and 
favoured letters, until, under his patronage; Yanina became the literary capital of 
the Greek people. But towards the central government and after having been 
defeated by the Sultan's forces, he was killed on an island in the lake of Yanina 
in 1822. In character he was cunning, treacherous, avaricious, and frightfully 
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cruel. His two most famous acts of barbarity were the extermination of the village 
of Gardiki, in revenge for an insult to his mother many years before, and the 
drowning of a number of ladies in the lake, the fate of one of whom, Enphrosyne, 
who was distinguished for beauty, has been the subject of many ballads."® The 
following lines reveal All Pasha's character: 
All reclined, a man of war and woes: 
Yet In his lineaments ye cannot trace, 
While Gentleness her milder radiance throws 
Along that aged venerable face, 
The deeds that lurk beneath, and stain him with disgrace. 
(CHP II, LXII) 
Byron deals with the glory of All Pasha. He does not talk either of All 
Pasha's clemency or panic or of his magnificence and grandeur. It is asserted 
that since the days of Prophet Mohammad, Muslims never witnessed any 
Oriental ruler like All Pasha. He was a charismatic and magnificent ruler. His 
name is imprinted in history: 
I talk not of mercy, I talk not of fear; 
He neither must know who would serve the Vizier; 
Since the days of our prophet the Crescent ne'er saw 
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A chief ever glorious like Ali Pashaw. 
(CHP. II, 9) 
Byron's reference to Hafiz, a renowned Persian poet, is very interesting. 
His full name was Khwaja Shamsuddin Mohammad, known by his pseudonym 
'Hafiz' (CHP II, LXIII). Hafiz (1324- 1389), is the most famous of Persian 
lyricists, born in Shiraz. He was a Sufi poet; His 'divan' collection of poems 
enjoyed popularity in all the countries that fall within the sphere of Persian 
culture. 
The cultural milieu of Shiraz "provided the poet (Hafiz) with the 
opportunity for a good education. The direction taken by this education is evident 
from his title and also from his pseudonym Hafiz, viz. 'he who knows the Koran 
(Qur'an) by heart.'"^ In CHP. Byron's reference to 'love conquers age' (II, LXIII) is 
indicative of a love poem by Hafiz which is thoroughly apt in the Oriental context. 
It is not that you hoary lengthening beard 
III suits the passions which belong to youth, 
Love conquers age-so Hafiz hath averr'd, 
(CHP, II, LXIII) 
When in Albania Harold was fatigued and took rest. He had a look around 
at the luxurious life of the Orient. They had plenty of wealth which made them 
authoritative and despotic. 
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The pilgrim rested here his weary feet, 
And gazed around on Moslem luxury, 
Till quickly wearied with that spacious seat 
Of Wealth and Wantonness, the choice retreat 
(CHP II, LIX) 
Byron in Albania was puzzled and struck by the luxury of Muslims. The 
seats of Muslim rulers In the Orient were very expensive and comfortable. 
Harold tums his eyes to Oriental people and finds them pugnacious but they are 
not devoid of virtues; their virtues are more substantial and thorough. They are 
men of extreme anger. Their fury is very pernicious but their amity is genuine. 
Their commitment to their head is unflagging which is reflective of their 
obedience and faithfulness: 
Fierce are Albania's children, yet they lack 
Not virtues, were those virtues more mature 
Where is the foe that ever saw their back? 
Who can so well the toil of war endure? 
Their native fastness not more secure 
Than they in doubtful time of troublous need: 
Their wrath how deadly! But their friendship sure. 
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When Gratitude or Valour bids them bleed 
Unshaken rushing on where'er their chief may lead. 
(CHP II, LXV) 
To some extent, the short-temperedness of Oriental people cannot be 
refuted. 
Byron's Orientalism can be studied in terms of religious differences. 
Byron had negative attitude towards Orientals which was partly owing to threat of 
Turkish aggression. Albanese organized marvellous parties in night which is 
emblematical of their hospitality. In Islam wine is forbidden. But the Albanian 
Muslims flout this law. They do not abstain from wine, and, indeed, very few of 
them abide by the Islamic decree. Of course, some Muslim-rulers did flout the 
Islamic code of conduct, but it cannot be generalized: 
On the smooth shore the night fires brightly blazed, 
The feast was done, the red wine circling fast, 
(CHP II. LXXI) 
The feast and red wine is indicative of Oriental culture. Harold is not 
unhappy with the parties in the Orient. He is not against these items for they are 
inoffensive pleasures. Besides, there is no exhibitionism in their parties. Though 
they are extremely cruel or wild, but not uncouth. 
Childe Harold at a little distance stood 
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And view'd but not displeased, the revelrie, 
Nor hated harnnless mirth, however rude-
In sooth, it was no vulgar sight to see 
Their barbarous, yet their not indecent glee; 
And, as the flames along their faces gleam'd. 
Their gestures nimble, dark eyes flashing free. 
The lock wild locks that to their girdles stream'd. 
While thus in concert they this lay half sang, half screamed: 
(CHP II, LXXII) 
Reading the above passage, one thinks that Byron's remark towards 
Orientals is not off the mark. They have a shining countenance, agile postures 
and exotic eyes which make them look photogenic. In addition to this, the 
Albanians have long locks and girdles which are customary in the Orient and 
illustrative of their lifestyle and status. 
What makes a study of Byron's sources for his Oriental material so highly 
relevant is his emphasis on vocabulary and custom firmly grounded in the Orient. 
'Tambourgi' refers to a kind of lute or guitar. It is derived from Arabic word 
'tumbur'. The person who plays it is called 'tambourchi' in Persian and Turkish 
languages. But in Byron's poetry it stands for a 'drummer' which is acceptable. 
Tambourgi is taken as a good omen which gives hope to the brave valiant, and 
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promise of the war. In actuality, he acts as the harbinger of victory for the Orient: 
TAMBOURGII Tambourgil Thy 'larum afar 
Gives hope to the valiant, and promise of war; 
All the sons of the mountains arise at the note, 
Chimariot, lllyrian, and dark Suliote! 
(CHPII, 1) 
'Chimariot', 'lllyrian', and 'dark suliote', are partly taken from different 
Albanese songs. These words are apt in creating the Oriental atmosphere and 
Byron's remarks are equally appropriate. 
All's disregard for the Issue as to who would serve the Vizier, his high 
ranking official, exhibits his carefree nature and trust in his officials. 'Vizier' is 
derived from the Arabic word 'wazir' which means the bearer of burden, it stands 
for the minister or deputy of a king. Byron in his works, especially in "Turkish 
Tales", deals with the life and ways of Turkish ruling class. The vizier stands for 
a person who possesses managerial skills, grounded finely in the art of 
governing. Byron has rightly portrayed his vizier as a noble, trustworthy and 
dynamic figure. Byron points out that Turkish people cause sufferings to the 
visitors of their land. They are of despotic nature hence Byron's attitude is 
negative. 
Trembling beneath the scourge of Turkish hand; 
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From birth till death enslaved; in word, in deed, unmann'd, 
(CHP, 11, LXXIV) 
Byron's astute understanding of Oriental life is once more evident from his 
references to 'Allah' and 'Giaour' (CHP II, LXXIV). These two words signify 
Muslims and Christians respectively. The Turkish word 'giovur' was applied in 
Turkey to non-Muslims or infidel, for being outside the mainstream religio-cultural 
Islamic tradition. Generally, the word 'Giaour' is employed when a Muslim 
character refers to a non-Muslim. "The city won for Allah from the Giaour,/The 
Giaour from Ottoman's race again may wrest (CHP II, LXXVII). Here the city is 
Constantinople. So far as Ottoman (1258) is mentioned, he was the founder of 
Ottoman / Turkish dynasty. Since Turkey is the locale of most of Byron's 'Turkish 
Tales', it is not surprising to note his frequent references to Othman/Ottomans. 
He makes some generalizations about Muslims, which are not free from 
prejudice. 
Byron's description of Wahab is also worth-noting. The Arab Sheikh 
Wahab (1703-1787) was the founder of the sect of the Wahabees, the puritan 
Muslims, who captured Mecca in 1803, and Madina in 1804, Mecca and Madina 
are two sacred cities in Arabia. Prophet Muhammad's tomb is situated in Madina 
which is a holy site for the Muslims. Wahab was an Islamic reformer of Arabia 
like Raja Ram Mohan Roy in India who abolished 'Sati system'. Wahab fiercely 
denounced false beliefs and superstitions which had crept into Muslim society. 
Wahab's act of reforming Arabia was abhorred by the superstitious and the old 
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guards who accused him of desecrating holy places, including the Prophet's 
tomb in Madina. Byron's reference underscores the policies adopted by Wahab 
and the voice of a large number of Muslims. In addition to this, the reference to 
'path to blood' (CHP II, LXXVII) Byron points out to the civil war in the Arabian 
peninsula in Byron's day which took place because of Wahab's reform policy and 
its opposition by the old guard: 
Or Wahab's rebel blood, who dared divest 
The prophet's tomb of all its pious spoil, 
May wind their path of blood along the West; 
(CHP II, LXXVII) 
To conclude Childe Harold's Pilgrimage. (1812-17) is rich in Oriental 
material imagery, vocabulary and culture; and such Oriental traits as bloodshed, 
despotism, luxury and apathy of the emperors are brought Into light. 
Beppo(1818) 
After having discussed Childe Harold's Pilgrimage, let us proceed to 
identify the Oriental material in Byron's "Beppo" (1818). 
In a purely Oriental vein, Byron depicts Laura, the central female character 
of Beppo. First of all, her looking at the different dresses, false small bunch of 
hair that curves round and round like a spiral or the thread of a screw. One of 
her friends has bought a turban. The word 'turban' is the insignia of Orientals. It 
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is men's headdress worn especially by Muslim winding a length of cloth tightly 
round the head. In Oriental society, It is by and large an important part of the 
outfit of its ruling class. In Byron's works, almost all the male Muslim 
protagonists appear wearing turbans. In Beppo. the turban is mentioned in 
relation to an Oriental personage. 
One has false curls, another too much paint, 
A third - where did she buy that frightful turban? 
(B, LXVI) 
When Laura gazes at a Turk, he also reciprocates. A Turk, Laura's 
beholder, has got reddish-brown colour like mahogany. Mahogany is a tropical 
tree with hard reddish-brown wood. Here Byron has compared the Turk with a 
tropical tree i.e. mahogany. When Laura looks at him, she is pleased at first 
because the Turks are fond of women. They are highly philogynous and 
uxorious which is liked by women. She is, however, gripped by a sad thought, 
for the treatment of women by Turks is unjust. They treat their wives brutally. 
Here Byron appears commenting on the despotic and tyrannical attitude of the 
Orientals. They can buy any destitute lady like a pad. In Oriental society the 
purchase and sale of destitute and poor women is very common. The 
comparison of a woman to a pad is illustrative of women's hapless and 
unfortunate plight in Oriental society. At a time, a Muslim may have four wives 
according to Islamic law. Besides, Islam allows polygamy in order to prevent 
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sexual anarchy and provide shelter to needy women. But some Oriental rulers, 
besides their four wives, had many concubines, who had lower status than wives. 
Here Byron hints rightly at the abuse of polygamy by some Muslim rulers: 
He was a Turk, the colour of mahogany; 
And Laura saw him, and at first was glad. 
Because the Turks so much admire phylogeny. 
Although their usage of their wives is sad; 
Tis said they use no better than a dog any 
Poor woman, whom they purchase like a pad; 
They have a number, though they ne'er exhibit 'em. 
Four wives by law, and concubines 'ad libitum". 
(B, LXX) 
Orientals are not only polygamous and philogynous rather they lock their 
wives up. The Oriental ladies wear veil, a cloth which is used to cover the face or 
sometimes to conceal their identity. The 'veil' is indicative of Oriental custom. 
These Oriental women are escorted by their men; they cannot look at their male 
relatives. They cannot spend their time as happily as the people of northern 
nations. According to Byron, their aloofness makes them melancholic and 
despondent. 
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They lock them up, and veil, and guard them daily. 
They scarcely can behold their relations, 
So that their moments do not pass gaily 
As is supposed the case with northern nations; 
Confinement, too, must make them look quite palely; 
(B, LXXI) 
The confinement of women in their houses is a feature of Oriental society 
which points to the rampant despotism and cruelty. Oriental women are 
subjected to confinement, seclusion, and they are not imparted education. They 
cannot read, so they are not flayed for any sort of defect in their speech. Since 
they cannot read or write, they do not affect the spirit that inspires a creative 
artist, especially a poet. Because of their seclusion these Oriental women do not 
think deep, ignoring what is happening around. Besides, they are not allowed to 
say something to themselves in a thoughtful way because of restrictions imposed 
on them. They are never found in any dictum expressing an idea in a clever and 
amusing way. They do not have the ability to combine words, ideas, so as to 
produce humour or provoke laughter. They are not pennitted to engage 
themselves in love affairs, religious speeches, plays and reviews. Their learning 
is confined within the periphery of harem which results in strong disagreement, 
especially in a religious organisation over some doctrine, in which one group 
stops recognizing the authority of the other. In short, their learning in harem, the 
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interior part of a Muslim house reserved for one's wife, makes them schismatic. 
In "Beppo", the plight of harem women is related thus: 
And as the Turks abhor long conversations, 
Their days are either pass'd in doing nothing, 
Or bathing, nursing, making love and clothing. 
They cannot read, and so don't lisp in criticism; 
Nor white, and so they don't affect the muse; 
Were never caught in epigram or witticism. 
Have no romances, sermons, plays, reviews. 
In haram learning soon would make a pretty schism, 
(B, LXXI and LXXII) 
Byron, in the above passage comments on the education of Oriental 
ladies. In haram, they are given to confinement and seclusion. As a result, they 
do not attain proper education; they learn few things. Byron points out rightly that 
ladies are supposed to look after the domestic affairs which is rather obligatory 
on their part. Education does not have much importance in their life. In 
portraying their level of education Byron is largely accurate. 
Particular mention should be made of the pathetic and deplorable 
condition of Oriental women because they do not have guides and mentors: 
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The poor dear Mussulwomen whom I mention 
Have none of these instructive pleasant people, 
And one would seem to them a new invention, 
Unknown as bells within a Turkish steeple; 
(B, LXXVII) 
Byron's account of the deprivation of the Turkish women is tempered with 
a jeer at his mathematical wife: 
They stare not on the stars from out their attics, 
Nor deal (thank God for that!) in mathematics. 
(B, LXXVIII) 
Again returning in the episode of Laura and the Turk, the Turk still beholds 
Laura. If gazing can win a woman, then Orientals must be appreciated for their 
beholding power. Laura is not misled by the Turk, but she is shocked by his 
bizarre amorous look. It nonetheless signifies that Orientals are passionate 
lovers: 
Our Laura's Turk still kept his eyes upon her. 
Less in the Mussulaman than Christian way, 
Which seems to say, 'Madam, I do you honour, 
And while I please to stare, you'll please to stay' 
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Could staring win a woman, this had won her, 
But Laura could not thus be led astray; 
She had stood fire too long and well, to boggle 
Even at this stranger's most outlandish ogle. 
(B, LXXXI) 
In Oriental milieu, wives are honoured by their husbands. In this regard, 
Laura's Turk can be compared to Sultan of Byron's Don Juan (1819-24) who 
salutes his spouse Sultana Gulbeyaz. Here Byron's remark towards Orientals is 
appropriate. According to Leslie A. Marchand, "Laura observing a Turk staring at 
her sets the narrator off on the attitude toward women among the Mussulmans, 
and this opens up the whole question of women's education, with a pointed satire 
on the English learned ladies."° 
The meeting of the Count and Turk is significant, for they represent the 
cross and the crescent respectively. When they are served beverage, they take 
it differently, according to their customs. Orientals are allowed to take only such 
beverage as milk and tea. Islam disallows them to take wine. Unlike Muslims, 
Christians may take any drink. Besides, Laura's inquiries of Beppo, and the 
reference to his beard bring out the Oriental atmosphere. In Oriental 
environment, grown-up people are supposed to have beard. The beard is 
reckoned as holy among Muslims because Prophet Muhammad sported it. It 
enjoys sanctity because of Prophet Muhammad's association with it. But 
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Beppo's beard, who is Turk, is astonishing. It is so long which cannot be 
expected of a Muslim. A Muslim's beard must be within certain limits and 
regularly trimmed: 
They enter'd, and for coffee call'd - it came, 
A beverage for Turks and Christians both. 
Although the way they make it's not the same. 
Now Laura, much recover'd, or less loth 
To speak cries Beppol What's your pagan name? 
Bless me! Your beard is of amazing growth! 
And how came you to keep away so long? 
Are you not sensible 'twas very wrong? 
(B. XCI) 
The dialogue between Laura and Turk provides the crucial Oriental 
element in Beppo. Laura's queries to Beppo generate Oriental atmosphere. 
The mention of 'the prettiest shawl" (B, XCII) is genuinely Oriental. 'Shawl' is a 
word of Turkish origin which is a large, usually square or oblong, piece of 
material worn round the shoulders or head of a woman, or wrapped round a 
baby. In Beppo the word 'shawl' is mentioned in the conversation between Laura 
and Beppo which is in relation to Oriental clothing. Generally, this piece of cloth, 
shawl, is used in winter. Byron's observations is authentic. Besides, through 
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their conversation, Byron hints at polygamy which is allowed in Islam. 
And are you really, truly, now a Turk? 
With any other women did you wive? 
Is't true they use their fingers for a fork? 
Well, that's the prettiest shawl - as I'm alivel 
You'll give it me? They say you eat no pork. 
(B, XCII) 
Muslims do not use a small implement with a handle and two or more 
points of prongs, used for lifting food to the mouth or holding things, especially -
meat, firmly while they are cut. But in Christian/Western society the application 
of fork for holding or lifting food is very common. Byron aptly points out the 
different eating customs in Orient. Not only this, on meeting Beppo after a long 
span of time, since his sudden disappearance, Laura asks whether he had 
embraced Islam, commenting that 'they say you eat no pork' The conversation 
about Islam is conducted with reference to the dietary code. The mention of 
'pork' as a food item, is used in a discussion on the Oriental diet. It is relevant to 
the dietary laws of the Orient. This food item is forbidden in Islam. For Islam 
lays down an elaborate dietary code forbidding certain items, including 'pork'. In 
sum, Byron's "Beppo", like "Childe Harold's Pilgrimage", contains Oriental 
content and context in it. For this Oriental colour Byron deserves credit. 
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Let us move on to 'Turkish Tales', which contain the stories of adventures. 
The stories in 'Turkish Tales' are rich in Oriental material and Byron appears as 
an accomplished practitioner of Western literary Orientalism. 
In Oriental society, 'Sultana' is the title of the queen. It is an appellation 
given to a woman who holds the rein of power. The anglicised term for Arabic / 
Persian word 'Sultana' is a synonym for the empress. Especially in Perso-
Turkish and Indo-Muslims worlds, the word 'Sultana' is an equivalent of an 
empress. The attachment of the nightingale to the rose is a well-known Persian 
fable. Probably, the 'Bulbul of thousand tales' is one of the appellations. In 
Oriental poetry, the word bulbul stands for the beauty of voice or its melody. 
Sometimes, it is employed to compare the sweet of beloved. In The Giaour. 
(1813) the bulbul is a singing bird like that of canary whose sound is melodious 
hence Byron's description is accurate: 
For there the Rose, o'er crag or vale. 
Sultana of the Nightingale, 
The maid for whom his melody, 
His thousand songs are hard on high. 
Blooms blushing to her lover's tale. 
(G, 21-25) 
A striking point about the Oriental material in The Giaour is that it refers to 
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the 'crescent' and the 'mosque' Furthermore, other expressions such as, 
'tophaike, Moslem's zeal', 'Rhamazani's sun' and the 'Bairam's feast', are 
authentically Oriental. 'Tophaike' is derivative of the Turkish word 'top', which 
connotes cannon. Byron's employment and expression of this word is apt in the 
Oriental context. Significantly enough, the Muslim festival, the Bairam "is 
announced by the cannon at sunset: the illumination of the mosques, and the 
firing of all kinds of small arms, loaded with ball, proclaim it during the night."® 
Moreover, the Turkish word 'Bairam' mentioned above "is used to describe the 
two major Islamic festivals; 'Idd al Fitr' and 'Idd at Adha'. The former is 
celebrated at the end of Ramazan, the Muslim month of fasting. Byron's 
account is singularly accurate is that he speaks of the Bairam feast' in 
conjunction with the setting of Rhamazan's sun'. Since the Muslim calendar is 
lunar, the appearance of the new moon marks the end of a month and the 
beginning of the next."^° Byron's reference to 'the crescent' and 'the cross' in 
this context is the proof of his extensive Oriental knowledge: 
The crescent glimmers on the hill, 
The Mosque's high lamps are quivering still: 
Though too remote for sound to wake 
In echoes of the far tophaike, 
The flashes of each joyous peal 
Are seen to prove the Moslem's zeal 
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To-night, set Rhamzani's sun; 
To-night, the Bairam feast's begun; 
(G, 222-229) 
Reading the above passage, it may be reiterated that Byron's knowledge 
is immensely rich in Oriental detail - the crescent heralding the beginning of a 
new month, the illumination of mosques, the festival celebrations with fireworks, 
the end of the Muslim month of fasting and the arrival of their festival, Bairam. 
For the Giaour, Hassan's murderer, Byron uses the Arabic word 'simoom' 
"the blast of the desert, fatal to everything living and often alluded to in eastern 
poetry."^^ Simoom is the dry wind blowing in the Sahara and Arabian deserts 
carrying clouds of dust. In Arabic literature, the employment of simoom as a 
symbol of destruction is very common, which Byron may have noticed while 
reading Sale's translation of the Koran (1734) and other literature. In The 
Giaour, this word is used as a simile. The Giaour is compared to the simoom. 
The nature of Haidee's passion is brought out with reference to the same 
similitude in Don Juan. Byron's reference to the devastating desert blast is 
suitable in the Oriental context. The word 'Giaour' is derived from Arabic word 
'Jaur' which means deviation, is the basis of the Turkish word 'gaovur' which was 
employed in Turkey for non-Muslims, for being outside the mainstream religlo-
cultural Islamic-tradition. In Byron's works this word is applied when a non-
Muslim is referred to by a Muslim character, as for example, the Muslim 
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fisherman calling Hassan's assassin the 'Young Giaour' (190). This particular 
epithet, in its derogatory application by the fisherman not only demonstrates his 
grudge for Hassan's killer but also indicates his revulsion towards a non-Muslim. 
In The Giaour, the Giaour appears as an outsider, secluded and absolutely cut 
off from human relations. All religious tradition is meaningless to him because 
even after a long stay in the monastery, he does not gain any spiritual solace. 
The following passage clearly reveals Giaour's character: 
To turn a palace to a tomb; 
He came, he went, like the simoom. 
That harbinger of fate and gloom. 
Beneath whose widely-wasting breath 
The very cypress droops to death -
Dark tree, still sad when other's grief is fled; 
(G, 281-286) 
Another significant point which merits our attention is the Oriental custom. 
Owing to death of Hassan, sadness overtakes the Oriental palace. At the 
Oriental gate, a poor man, an equivalent of Arabic 'Faqir' can no longer wait 
because of the widespread grief. Even a spiritual master, dervise, cannot stay 
there. A distinction may be made between a 'Dervise' and a 'Faqir'. A dervise, 
having renounced the world may not always be a 'Faqir', In the Oriental society. 
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'Dervise' and 'Faqir' being poor ascetics, live on the charity of affluent people, 
such as the chief Hassan. In English language, the word 'Dervise' has been 
lifted from the Persian word 'darwesh' which means an ascetic, especially one 
who practises mysticism. A dervise is honoured In Oriental society for his 
renunciation of worldliness and his simple life. Here Byron's account of a 
dervise is not out of place. But in Don Juan (III, 29) Byron's mention of a Dervise 
Is more wide-ranging. He is of a different variety-the dancing one and makes 
efforts to accomplish ecstatic union with God. In this state he appears to lose 
consciousness, whirling and gyrating as if turning on a pivot. In Oriental milieu, 
the host's hospitality and the guest's gratitude signify bounty, clemency and 
kindness. It forms a sacred bond between the two and its refusal is reckoned as 
an unkind act. Byron's remark on this Oriental custom is perceptive: 
But gloom is gathered o'er the gate, 
Nor there the Faqir's self will wait; 
Nor there will wandering Dervise stay. 
For bounty cheers not his delay; 
Nor there will weary stranger halt, 
To bless the sacred 'bread and salt'. 
(G. 338-343) 
In his treatment of Oriental elements, Byron shows much judiciousness, 
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sensitivity, ingenuity and sympathy. Hassan's turban Is torn by the infidel, the 
Giaour's sword (G, 351). The turban is an Oriental head-dress which is worn by 
its ruling class and religious scholars. In Byron's Turkish Tales' almost all the 
leading male Oriental characters appear wearing turban. In Beppo and Don 
Juan, the turban is mentioned in relation to some Muslim personages. Byron's 
vocabulary, as pointed out by H.F. Tozer, is "extensive, so that whatever the 
subject he treats of, he seldom fails to light on the most felicitous expression."^^ 
In addition to this substantial Oriental material, a range of Arabic, Persian 
and Turkish words are used in The Giaour. In a purely Oriental vein is the use of 
the ataghan, known as 'yataghan' in Turkey a long sabre worn with pistols in the 
belt and carried in a metal scabbard, generally of silver by the rich. Accordingly, 
the Emir, the Muslim chief, appears in The Giaour with his silver-sheathed 
ataghan (355). Emir, originally 'Amir' in Arabic, is a title for the chief, commander 
or ruler. In The Giaour, 'an Emir' rightly appears at the head of his band and 
dressed suitably in green colour. Green is the "privileged colour of the Prophet 
Muhammad's pretended descendants; with them, as here, faith (the family 
inheritance) is supposed to supersede the necessity of good works; they are the 
worst of a very indifferent brood."^^ Here Byron merits some praise for his acute 
observation of the Orientals' reverence for green colour which is because of 
Prophet Muhammad's association with it: 
More near - each turban I can scan. 
And silver - sheathed ataghan; 
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The foremost of the band is seen 
An Emir by his garb of green: 
'Ho! Who art thou?' This low salam 
Replies of Moslem faith I am.' 
(G, 354-59) 
'Salam' is the Muslim greeting used in the Orient. Besides, it is a low bow 
with the right hand touching the forehead. As such, 'Salam' is an Arabic 
expression. The full formula is 'As-salam aleikum' which means 'peace be with 
you.' In The Giaour salam stands for the customary salutation among Muslims. 
Byron's explanation of this Arabic formula is both precise and correct. Genii of 
the deep,/ .... Trembling In their coral caves' (G, 385-86) and their mention in 
Don Juan along with 'Gouls in hosts' (VI, 48) shows Byron's wide familiarity with 
Oriental lore. Genii or Ginn as mentioned in the 'Tales' and Don Juan is taken 
from Arabic word 'Jin' which stands for the invisible spirits. Probably, Byron was 
acquainted with this word because of his reading of the Arabian Nights. 
In portraying Leila's beauty, Byron's ironic intention cannot be missed. 
Leila's beauty is a source of possible salvation as well as a source of destruction. 
Simultaneously, her beauty has a dual role, being the source of both life and 
death. The idea of beauty leading to destruction is propounded through the 
butterfly similitude. For the appellation Leila and knowledge of the legend Byron 
seems indebted to Sir William Jones's Works, which deal with the legend of 
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Mejnoun and Leila. Byron appropriately speaks of these two figures as 'the 
Romeo and Juliet of the East." Mejnoun is derived from Arabic word 'majnun' 
meaning someone mad. As the designation of a legendary figure it points to the 
most famous love figure, Qais ibn Mulawwah of the Bani Amir tribe, in the Orient, 
whose passion for Leila (Laila in Arabic) is the basis of several works in different 
languages. 
The insect queen of eastern spring, 
O'er emerald meadows of Kashmeer 
Invites the young pursuer near. 
And leads him on from flower to flower 
A weary chase and wasted hour, 
Then leaves him as it soars on high, 
With panting heart and tearful eye: 
So Beauty lures the full-grown child. 
With hue as bright, and wing as wild; 
A chase of idle hopes and fears. 
Begun in folly, closed in tears. 
If won, to equal ills betray'd, 
Woe waits the insect and the maid; 
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A life of pain, the loss of peace, 
(G 389-402) 
The insect-queen of Kashmir' an Oriental simile, is used for Leila's 
beauty. The image of the insect brings out some reflection on 'Beauty'. It is 
beauty which can deceive people. In brief, even if one wins the object of beauty 
be it 'the insect' or 'the maid', it results only in a life of agony and anguish and 
shatters the quietness or tranquillity of the mind. In other words, the attainment 
of the ideal results in disappointment. The most earnestly sought object loses its 
charm after its accomplishment. 
Hassan possesses some elements of the conventional Oriental despot. 
Little wonder then that at several places Hassan is described as 'stern' (517-519 
and 587) and his voice and fury 'Are dreaded-more than hostile sword' (600). 
And the terrible punishment he inflicts on Leila Just to prove himself a 'true-
Osmanli' (Turk) Is again in line with the ways of Oriental tyrants. 
Byron's allusion to 'jewel of Giamschid' (G, 479) is purely Oriental. Here 
Byron refers to the celebrated fabulous ruby of Persian Sultan Jamshed, the 
embellisher of Istakhar, from its splendour, named Shebcherag (the torch of 
night). It also stands for the cup of the sun. It is believed that king Jamshed was 
able to get information about the world through his cup. What is striking here is 
Byron's eye for detail, his meticulous accuracy, and his positive appreciation of 
the Orient. 
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Byron's allusion to 'Al-Sirat's arch' (483) and its explanatory note once 
again demonstrate his deep familiarity with Oriental material. In Muslim 
Scriptures 'al-Sirat' signifies "the bridge of breadth, narrower than the thread of 
famished spider, and sharper than the edge of a sword, over which the 
Mussulamans must skate in Paradise, to which it Is the only entrance; but this is 
not the worst, the river being hell itself." ^* into which, as may be expected, on the 
Day of Judgement, everyone must cross this bridge. Those who have done good 
deeds to their credit will pass over it easily, whereas the Jews and Christians or 
non-believers will tumble down. On 'Al-Sirat', the Muslims will easily skate and 
enter the paradise: 
Though on Al-Sirat's arch I stood. 
Which totters o'er the fiery flood. 
With paradise within my view. 
And all his Houris beckoning through. 
(G, 483-86) 
In accordance with Islamic belief, the description of the tottering structure 
with 'fiery flood' below and 'Paradise within the view' along with 'Houris 
beckoning through' is reflective of Muslim's heaven. Muslims with good deeds 
will be provided with Houris in heaven. Byron deserves some appreciation for 
his authentic Oriental description. 
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As to the image of women, they are soulless toys for tyrant's lust' (G, 490). 
Some Muslims think that in heaven the women will be superseded by the 
houries. To consider them toys for tyrant's lust is "A vulgar error; the Koran 
(Qur'an) allots at least third of Paradise to well - behaved women; but by far the 
greater number of Mussulmans interpret the text their own way, and exclude their 
moieties from heaven."^' Here Byron's inaccuracy is indefensible. Such a 
fantastic allotment is, in fact, not there in the Quran or any Islamic text. 
Mufti (G, 491), an expounder of religious law, in Muslim states, would find 
the sign of some divinity in Leila's beauty. Mufti has a high position among 
Muslims. In looking at Leila, who is extremely beautiful girl. Mufti would discover 
in it the sign of the divine. In depicting Leila's beauty, Byron has employed an 
Oriental simile, young 'pomegranate'. The fair cheek of Leila is compared to 
'pomegranate' which is, probably taken from Arabic literature: 
On her might Muftis gaze, and own 
That through her eye the Immortal shone; 
On her fair cheek's unfading hue 
The young pomegranate's blossom strew 
Their bloom in blushes ever new; 
(G, 491-495) 
In Oriental poetry as it was among the Greeks, 'hyacinthine' signifies a 
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flower or a gem of blue colour. Also known as 'Sumbul' in Arabic poetry. This 
word is used here to enhance the charm of Leila, the paragon of beauty. The 
comparison of the beloved's curled hair to hyacinthine is a common poetical 
figure in Oriental literature. The folds of Leila's hair are fascinating like hyacinth. 
In the Oriental hall, among her female servants or attendants, she stands 
superior to all of them which is indicative of her rank which is rightly observed by 
Byron: 
• 
Her hair in hyacinthine flow, 
When left to roll its folds below. 
As midst her handmaids in the hall 
She stood superior to them all, 
(G 496-499) 
In the Oriental context, 'the loveliest bird of Franguestan' (G, 506) stands 
for 'Circassia' as defined by Byron. But Byron's definition suffers from 
inaccuracy. Etymologically, the Persian word 'Firangistan' stands for Franks and 
French. In Oriental literature, however, this tenn was applied in a very wide and 
general sense which i-efers to Europeans. In The Giaour, this word 
'Franguestan' is employed to express the beauty and innocence of Leila' 
'Circassia's daughter' (505). 
Leila's neck, like the swan, is whiter which Is as fair as a rose. Rose is an 
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ornamental and usually sweet-smelling flower of many varieties. It Is found in 
different colours, the pink coloured rose is copiously used in eastern and western 
poetry, which signifies the beauty of beloved, especially the softness of her 
physique. She is decorated with beauty as a rose is used in beautifying a ceiling 
around the point where the main light is fitted. Not only this, even her walk is 
noble and exalted. Moreover, she is kind enough to her stern husband, Hassan. 
Thus rose fair Leila's whiter neck:-
Thus arm'd with beauty would she check 
Intrusion's glance, till Folly's gaze 
Shrunk from the charms it meant to praise 
Thus high and graceful was her gait; 
Her heart as tender to her mate; 
Her mate-stern Hassan, who was he? 
(G, 511-517) 
One of the outstanding features of The Giaour is its multiple narration. 
The presence of the Muslim narrator immensely contributes to the Oriental ethos 
of the poem. Byron does not single out the Muslim fisherman for harbouring 
hatred for others. For the Giaour, Leila is not some erring woman who betrays 
her husband. On the contrary she appears to have deep, true love for him: "to 
me she gave her heart" (1069), and 'she was a form of life and light' (1127). He 
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does not find Leila guilty of any crime: 'hers was not guilt! She was my life's 
unerring light' (1144-45). 
Apart from Leila, the Oriental traits of Hassan are unmistakable and true. 
He is presented as 'an emir' in the garb of green (357); he curls 'his beard with 
ire' (593). He wears turban (659) and 'flowing robe' (681). At the time of his 
death he calls on the Prophet and Allah (679 and 681) and his face turns to 
heaven (668). Not only is he callous, he is also a despot. He is an amalgam of 
virtues and vices. Byron is fair enough to invest him with both positive and 
negative qualities. For example, the reference to his charity and hospitality - his 
bounty towards everyone, particularly the poor and the ascetic (339-40), his 
bounty for strangers (341-42), his courtesy and pity (346) and his offering 'refuge' 
for the desolate (347-48). 
The Oriental locale of The Giaour enables Byron to present, observes 
Watkins, surprisingly comprehensive symbolic formulation of the world as Byron 
had witnessed. Apart from dealing with such socio-political issues as 
vengeance, violence, the role of religion in private and public life, the political 
allegory connecting the subjugation of Greece to Leila's tragic lot, beauty and 
repercussions, ruin and degenerative process of history, it highlights the theme of 
alienation which is, in a sense, personified in The Giaour. Literally, the Giaour, in 
Oriental languages, means someone outside the mainstream religious tradition. 
The eponymous hero appears as an outcast throughout the poem. He appears 
as an outlaw who violates and directly opposes the divine and the moral code of 
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conduct. He has no regret for his transgressions. Byron's concern with the 
theme of loneliness and isolation seems to have an autobiographical touch. 
When Byron was writing The Giaour he had an awareness of having been an 
outsider, like the Giaour, The Giaour, points to Oriental despotism, bloodshed, 
and violence. Besides, it presents negative features of Christianity too - its 
bigotry and cheerless morality. The Giaour and Hassan as well as the fisherman 
and the friar are cast in the same mould. 
As to the Oriental diction in the poem, the word 'Amaun' is particularly 
used in the context of war. Hassan on being surrounded by the Giaour and his 
men, could not raise 'the craven cry, Amaun' (G, 603) which means clemency or 
protection. This word has been taken from Arabic 'Amaun' a variant of 'Aman' 
which means peace. Byron has rightly employed this word in the sense of 
quarter and pardon. Byron's allusion to Monkir (G, 748), and his explanatory 
note on the function of the two angels - Monkir and Nakir - who, according to the 
creed of Muslims "are inquisitors of the dead, before whom the corpse undergoes 
a slight noviciate and preparatory training for damnation. If the answers are none 
of the clearest, he is hauled up with a scythe and thumped down with a red-hot 
mace till properly seasoned, with a variety of subsidiary probations. The office of 
these angels is no sinecure; there are but two, and the number of orthodox 
deceased being in small proportion to the remainder, their hands are always 
full,"^* Probably, Byron is indebted to Sale's Koran for this information, which is 
indicative of Byron's deep knowledge of the Islamic belief system. 
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The reference to Eblis is purely Oriental. Eblis, in Muslim dogma, the 
chief of the evil jinn, who, refusing to prostrate before Adam, was expelled from 
heaven. As to Eblis's identity, Byron introduces him as 'the Oriental prince of 
Darkness'. 'Iblis' is the Arabic counterpart for Satan. To Muslims, Iblis is 
accursed one i.e. Satan. In The Giaour. Giaour, the outcast and outlaw, is seen 
doomed to wander round lost Eblis' throne'; (750). Hence the Muslim 
fisherman's reference to Eblis, out of his Oriental background, is remarkably 
accurate. 'Symar', an Arabic word, stands for a 'winding sheet'. Byron rightly 
defines it as a 'shroud'. Shroud is the covering sheet for wrapping the dead 
body. Muslims bury their dead wrapped in shroud which is white sheet of cloth. 
Byron's reference to Leila where she reappears shining in her white symar (G, 
1273), emphasizes the special funeral suggestions. 
The Bride Of Abvdos (1813) 
1813 was a year of emotional disturbance for Byron. He wrote about The 
Bride of Abvdos. "My mind has been from late in such a state of 
fennentation that I have been obliged to empty it in rhyme. This is my usual 
resource."^^ What makes a study of Byron's sources for his Oriental material so 
highly relevant is his repeated emphasis on the Turkish Tales' as his works 
firmly rooted in the Orient. The "Turkish ... accompaniments of The Bride of 
Abvdos are brought into play by his reference to it as another "Eastern" poem. 
His letter reinforces further the Oriental design of The Bride: "I have been 
scribbling another poem - as it is called - Turkish as before - for I can't empty 
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my head of the east - there are some Mussulman words in it."^ ® In The Bride of 
Abvdos. Byron's reference to 'Gul' is a PersianATurkish word which means the 
rose. In the Bride (1, 8), the mention of 'Gardens of gul in her bloom' is a 
recurrent image in the Oriental literature which stands for love and feminine 
beauty. Byron's Oriental heroines of 'Turkish Tales' and Don Juan - Gulnare 
and Gulbeyaz respectively are named after the same terni Gul. In The Bride (I, 
288), Zuleika offers the rose to Selim which is indicative of her love; and it 
appears symbolically 'meek and pale' (II, 673) after Zuleika's death. 
Byron was fully conversant with Turkish history as a result of his extensive 
reading. It is corroborated by Count Gamba's report, recounting Byron's 
conversation with Prince Alexander Mavrocordatos on this subject. 
Mavrocordato [sic] is esteemed as very accomplished in this 
particular area and tried Byron on the genealogy of the Ottoman 
emperors. Wherever there was any difference of opinion, we 
always found on reference, that Byron was right: his memory, 
indeed was surprisingly accurate. He said: "The Turkish history 
was one of the first books that gave me pleasure when child; and I 
believe it had much influence on my subsequent wishes to visit the 
Levant, and gave, perhaps, the Oriental colouring which is 
observed in my poetry."^ ® 
It Is evidently Byron's direct experience that lends vividness to his 
depiction. The presentation of the Orientals as proud ones is based on his 
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experiences. They are capable of hiding many things inwardly but pride, one of 
the 'Seven Deadly Sins' comes to the fore. 
Old Giaffir sate in his Divan: 
Deep thought was in his aged eye; 
And though the face of Mussulman 
Not oft betrays to standers by 
The mind within, well skill'd to hide 
All but unconquerable pride, 
(B. I. 24-29) 
The word, 'Divan' is derived from Arabic terni 'Divan' which is used of a 
collection of poetry or prose, a register, or an office. Sometimes, it refers to a 
long low couch without a back or arms. In Oriental society it is employed to refer 
to a government office or consultative assembly. Byron's description of Giaffir's 
divan in The Bride (I, 24) is on the whole true to life, in that it provides an account 
of an Oriental court - its traditions and customs. 'Mussulman' is the anglicised 
form of the Arabic term 'Muslim' which denotes an adherent of Islam, or someone 
who has complete faith in God's will. They invoke Allah (God) in times of peril 
and they believe in family values. Though Byron frequently uses this expression, 
he passes only a few remarks about Muslims by way of generalization. Most of 
these remarks reveal no bias. He points out, for example, their family values (B, 
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I, 51-52); the sabre vest being the dress of the noblest Muslims (B, II, 88). The 
Oriental atmosphere of the poem is intensified further by the use of Oriental story 
of 'Mejnoun and Leila', "the Romeo and Juliet of the East."^ ® 'Mejnoun' is taken 
from an Arabic word 'majnun' meaning someone demented or mad. In The 
Bride (1, 72), Byron speaks of these two figures as the Romeo and Juliet of the 
East. As a legendry figure, this designation refers to Qais ibn Mulawwa of the 
Bani-Amir tribe, the most popular love figure in the Orient, whose passion for 
Leila is part of folklore and the basis of many works in Oriental languages. Byron 
refers to the story and its tragic end. In The Bride. Selim and Zuleika, the two 
lovers, appear enjoying 'Mejnoun's tale' in an idyllic setting. Mejnoun's tale 
seems to comment upon the story of The Bride in that both the stories deal with 
tragic, unfulfilled love. 
There is a reference also to Sadi's song. Sheikh Sadi (1213-1292) was a 
great moral poet of Persia. He is popularly known for his two Oriental classics -
Gulistan (Rose Garden), and Bustan (Scented Garden). It must be said that 
"Sa'di stands first among the Persian writers as regards simplicity of language 
and loftiness of thought. The language though simple is very racy. He has 
written on every subject, from story telling to the highest philosophy, science also 
not excluded. Nobody has ever equalled his Gulistan though many have 
emulated with him. Baharistah. Kharistan and other books were brought out to 
eclipse Gulistan. but it holds its own until now. Hafiz, Jami, Maulana Rumi, Amir 
Khosrau Dehelvi and many others have bestowed untinted praise on him."^ ^ 
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Selim and Zuleika, in The Bride (1, 72), are found reciting Sadi's song. 
"The deep tambour" (B. I, 73) is used in Oriental context. Tambour' is a 
"Turkish drum, which sounds at sunrise, noon, and twilight."" The original word 
is 'tumbur' of Arabic derivation which refers to a kind of musical instrument that 
consists of a small shallow drum with jingling metal disc set in the rim, and is 
played by shaking or hitting with the hand. Giaffir's hatred for Selim is to the fore 
in branding him 'an Arab to my sight' (8, I, 144). One appreciates the real 
significance of Giaffir's remark in the light of Byron's explanatory note. According 
to Byron, the Turks abhor the Arabs even more than they hate the Christians 
because the Arabs return the compliment a hundred fold which is disliked by the 
Turks. Byron draws attention towards the deep distrust between the two ethnic 
groups - Turks and Arabs which he may have noted during his visit. 
Pasha, a word of Persian/Turkish origin, is used as a title in Oriental 
society to describe a lord or a governor of a province. As Byron's 'Turkish Tales', 
particularly. The Bride and The Corsair deal with the Turkish ruling class, 
references to Pashas are often made, bringing out their wealth, magnificence, 
glory, hospitality, tyranny and despotism. In Oriental land, points out Byron, 
"when a Pasha is sufficiently strong to resist, the single messenger, who is always 
the first bearer of the order for his death, is strangled instead, and sometimes five 
or six, one after the other, on the same errand, by command of the refractory 
patient, if on the contrary, he is weak or loyal, he bows, kisses the Sultan's 
respectable signature, and is bowstrung with great complacency."^^ In 1810, 
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several of these presents were exhibited in the niche of the Seraglio gate; among 
others the head of the Pacha of Baghdad, a young man, cut off by treachery, 
after a desperate resistance"^ :^ 
And teach the messenger what fate 
The bearer of such boon may wait. 
(B, 213-314) 
In Turkey, servants are called by clapping of the hands. The mention of 
"thrice clapp'd his hands, and cali'd his steed' (I, 230), clearly exhibits the custom 
of the Orient". They (Turks) hate "a superfluous expenditure of voice, and they 
have no bells^^ in their houses. Hence clapping of hands to call the attendants 
and servants is a very common practice among the Oriental people. The 
reference to "chilbouque" (I, 233), the Turkish pipe, of which the amber mouth-
piece, and sometimes the ball which contains the leaf, is adorned with precious 
stone. In The Bride. Giaffir appears with his gem adorn'd chilbouque (I, 233) and 
this is in Oriental vein. Byron is reasonably accurate in dealing with not only 
Persian and Turkish terms, but also Arabic ones. The two temns Maugrabee and 
Mamaluke (B, I, 235), are extracted from Arabic. In Arabic 'mamluk' means a 
purchased slave or captive while 'maghrib' means a Westerner. Mamluks were 
the main components of the Muslim army. In The Bride, the Mamluks form the 
part of Giaffir's army. Literally, the word 'maghrib' is used in the Orient for 
inhabitants of north Africa, particularly Moroccans. Byron defines these two 
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terms as 'Moorish mercenaries'; Moroccans had entered Spain during the era of 
Muslim rule and were popularly known as 'Moors' in the West. They constituted 
a mammoth Turkish army which indicates their mercenary role. Among the 
Orientals, a twisted fold of wool is employed for scimitar practice. Sometimes a 
tough turban is used for the same purpose. But some Muslim arms can cut 
through it at a single stroke. It is a kind of game in Oriental society hence 
Byron's reference to 'the folded felt' (I, 248), is appropriate. 
'Ollahs' (I, 251), is the variant of the Arabic word 'Allah' which refers to a 
war cry in Byron's poetry. This word 'Allah' is equivalent of God used by Muslims 
for describing God especially in the time of peril. This formula is mostly used in 
the battlefield as a kind of invocation to God. This Islamic expression 'Allah' 
renews Muslims' faith on the battlefield. Hassan, Zuleika and other characters, in 
'Turkish Tales' are found invoking Allah when they are faced with physical or 
emotional crisis. Byron's use of this characteristic Muslim expression lends 
credibility to the Oriental setting of his world and demonstrates his observation of 
Muslim behaviour and belief which contains no inaccuracy. The use of "Atar-
gul's perfume" (B, I, 270) is very common in Oriental society. It is sweet-smelling 
liquid, often made from flower, used especially on the body. 'Itr' and 'gul' are two 
Persian words which literally mean perfume and rose respectively. This 
expression 'The Persian Atar-gul's perfume' (B, I, 270) stands for the attar of the 
roses, the most popular kind of perfume in Oriental society. In The Bride. 
Zuleika's chamber is very fragrant. In addition to this, Byron remarks that it is the 
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Persian perfume which is the finest. In The Bride, the perfume is sprinkled by 
Zuleika over beautiful roof and marble floor of hers. The 'pictured roof and 
marble floor' (B, I, 273) are indicative of Oriental wealth and its luxurious lifestyle: 
The Persian Atar-gul's perfume, 
And sprinkled all its odours o'er 
The pictured roof and marble floor: 
The drops, that through his glittering vest 
The playful girl's appeal address'd. 
Unheeded o'er his bosom flew, 
As if that breast were marble too. 
'What, sullen yet? It must not be -
Oh! gentle Selim, this from thee!' 
She saw in curious order set 
The fairest flowers of eastern land -
'He loved them once; may touch them yet. 
If offer'd by Zuleika's hand.' 
(B. I, 270-282) 
Unlike the ethereal Leila in The Giaour. Zuleika is a centre of attraction. 
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As to her appearance, 
The might, the majesty of loveliness? 
Such was Zuleika, such around her shone 
The nameless charms unmark'd by her alone -
The light of love - the purity of grace, 
The mind, the Music breathing from her face. 
The heart whose softness harmonized the whole, 
And, oh I That eye was in itself a Soul! 
(B, I, 176-81) 
Here Zuleika stands out as a paragon of beauty. Zuleika represents that 
life should be pure and beautiful. The Bride is concerned with the themes of 
conflict between tradition and rebellion and of passion in its varied 
manifestations. The above passage is of special interest; for it evidently reflects 
Zuleika overcoming her submissiveness and asserting her sexuality, though 
momentarily: 
With thee to live, with thee to die, 
I dare not to my hope deny: 
Thy cheek, thine eyes, thy lips to kiss. 
Like this and this no more than this; 
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For, Allah! sure thy lips are flame: 
What fever In thy veins is flushing? 
My own have nearly caught the same. 
At least I feel my cheek, too, blushing, 
(B, I, 392-99) 
In the above passage, Zuleika's 'fever' and 'blushing' are suggestive of 
her sexual arousal. By portraying Zuleika, Byron highlights the Oriental society 
which is marked by sexuality. However, Zuleika does not have unfettered 
freedom. She has certain traditional restrictions which are reflective of the Orient 
and its culture. Being aware of her 'weaker sense' (I, 412), Giaffir's wrath (I, 
416), restrictions of her religious dogma, she does not allow her passion to go 
beyond control. Because of fear and social customs she promptly recedes her 
step: 
Ah! yonder see the Tchocadar, 
My father leaves the mimic war; 
I tremble now to meet his eye -
(B, 1.449-51) 
'Azrael' (I, 323), is the angel who separates the soul from the body at 
death, will not be able to divide the hearts of Selim and Zuleika. Byron's 
reference to 'Azrael' seems a comment on the inseparable heart of Selim and 
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Zuleika. Byron's definition of 'Azrael' as "the angel of death"." as in the Oriental 
lore is appropriate. 
Byron's mention of word 'Prophet' (B, I, 432) is thoroughly Oriental. This 
term is used of 'Muhammad' literally meaning the praised one in Arabic. It is the 
proper name of the messenger of Islam. Byron's observation of the central place 
of Prophet Muhammad in Oriental society is perfectly right. Muslims invoke the 
Prophet's help in crisis. Besides, they have reverence for his shrine, his hair and 
his life, (The Bride. II, 187. DJ, V. 103 and VI. 113) and they obey his teachings 
(The Bride. II. 319). In a flippant remark, Byron places him among heroes, 
conquerors and cuckolds (DJ, II, 206). In Don Juan. Byron's use of the 'cuckold' 
for him is negative. In The Bride, however, his remarks do not have any such 
flippancy. 
Byron's employment of 'sainted amulet', and the 'Koorsee text' (II. 69-70) 
are authentically Oriental. An amulet Is a piece of jewellery wom as a charm in 
Oriental society. Besides, an amulet is something which is worn about one's 
person to protect one from witchcraft, accident or ill-luck. In other words, this 
charm is believed to ward off evil spirits or exorcise. In the Quranic verse 'ayat 
al-kursi' (The throne verse), the throne stands for God's throne. Muslims believe 
that amulet with the engraving of this verse will protect them in any danger. The 
verse outlines the majestic attributes of God and so has special significance in 
Oriental milieu. Byron's description of Zuleika's 'sainted amulet' on which was 
engraved the 'koorsee text' worn in the belief that It can smooth this life, and win 
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the next captures the Oriental setting of the poem. 
The frequent mention of 'Koran' (B. II. 73. 103. 189 and 629) is of 
paramount significance for Muslims. It is known as the 'Quran' in Arabic is the 
scripture or sacred book of Muslims. It has the pivotal position in the Orient. 
Notwithstanding its sacredness and reverence. Muslims try to follow its 
commandments and divine guidance to the utmost extent. Byron imbibed his 
knowledge of the Quran in Oriental countries where he had sojourned. He 
speaks of the particular 'Koran verse that mourns the dead' (The Giaour. 726) 
inscribed on Hassan's grave; mentions the highly ornate copies of the Quran in 
Zuleika's room fThe Bride. II. 73). which is a common object in most of Muslim 
houses, presents Zuleika and Selim invoking the Quran in times of crisis (The 
Bride. II, 189); described the 'Koran-chaunters' (The Bride. II, 629) in Zuleika's 
funeral scene, and Baba swearing by the Quran (DJ, VI, 102). In medieval 
period the Quran was the target of polemical attacks, imprints of which are 
evident even in Byron's contemporaries. An instance in point is Southey's note 
in Thalaba (1801). "The tame language of the Koran could be remembered by 
the few who have toiled through its dull tautology". While Southey finds fault only 
with the Quran's repetitions. Thomas Moore goes a step further in charging the 
Prophet of Islam, in Lalla Rookh (p. 218) with inventing the Quranic text to gratify 
his lust."^* By contrast, Byron's observations on the Quran do not smack of 
polemics. 
The use of Houri (B, I, 147. II. 113 and 692) is truly Oriental. Literally. 
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Houri is a beautiful young woman of the Muslim paradise. The word houri has 
been adopted into English literature from an Arabic word 'hoor' which refers to 
the virgins of Muslim paradise or the unmarried women who are sexually 
untouched with eternal beauty. Byron's depiction of 'houris' is in accordance with 
Islamic belief system. According to the Quran, the houris are the paragons of 
feminine beauty. Every Muslim will be provided with a houri in paradise. Byron's 
account of houri is exceptionally apt. A very particular feature of Byron's houris 
is their exotic eyes. All the heroines of the Turkish Tales' - Leila, Zuleika and 
Gulnare have large black eyes, a feature emphasised by the Quran. However, 
Byron's remark in Don Juan (VIII, 111) Is sarcastic, when he mentions the 
bravery of some Muslim warrior that he will be provided with houris to enjoy when 
he gets killed and is transferred quickly to Muslim paradise. 
Furthermore, the Oriental effect is enhanced by mention of Galiongee (II, 
150) 'Galiongee' is "a Turkish sailor; the Greeks navigate. Their dress is 
picturesque."^^ Byron, during the visit to Turkey, had witnessed the Captain 
Pasha, more than once, wearing it as a kind of status symbol of Oriental 
gorgeousness. 
Byron's knowledge of Oriental political life is borne out by his reference to 
rayahs (g, II, 384). Originally 'ra'aya Is an Arabic word which means subjects. It 
also stood for some non-Muslim people under Muslim reign especially in Turkey. 
Byron's definition in this context is singularly right. In other words, all who pay 
the capitation tax are 'Rayahs'. One of the strategies adopted by Selim is to 
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provoke them against the tyrant Giaffir: 
To snatch the Rayahas from their fate 
So let them ease their hearts with prate 
Of equal rights, which man ne'er knew; 
I have a love for freedom too. 
(13,1.384-387) 
Perhaps, Byron hints at the refonn plan of Selim III, the then Turkish ruler, 
who, however, failed in his mission. 
The reference to "only know on land the Tartar's home"! (B, II, 389) is 
genuinely Oriental. Tartar is a Turkish word which means a native inhabitant of 
the region of Central Asia extending eastward from the Caspian sea. Firstly this 
term was employed in the West to refer to the mingled galaxy of Mongols, 
Tartars and others who under the hegemony of Chengiz Khan (1202-1227) 
rocked part of Asia and Eastern Europe. In The Bride, it is used as a title of high 
officials in some Muslim countries which is correct. 
In the Oriental phraseology, "firman" stands for the dictates of officials who 
are exalted in rank. Originally, the word finnan is known as 'famian' in Persian 
language which means an order, and people must abide by the same. Byron 
employs this term In accordance with Oriental court life In The Bride. Byron 
became familiar with this term when he had to seek the firman (permission) for 
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visiting Turkish Empire. 
Byron's mention of Peri and fountain are up to the mark. 'Peri' a Persian 
word for the fairy refers to an imaginary being with magical powers. In Byron's 
The Bride (I, 151) it stands for feminine charms and beauty. Giaffir lovingly calls 
his daughter Zuleika 'My Peri', (B, 1, 151). In a similar vein, Zuleika's bower is 
mentioned as the 'Peri cell' (B, II, 85) in order to enhance its chann and 
exquisiteness. Besides, fountains are inseparable parts of palatial buildings 
especially of the Orient. Fountain is a jet of water, especially one forced up into 
the air artificially as an ornament. In Oriental society It served different purposes. 
The first and foremost purpose of fountains in Oriental palace is to provide 
coolness and water for ablutions in order to perform prayers five times a day. In 
The Bride. Giaffir calls Zuleika 'sweet' as the desert fountain's wave (I, 152) 
which highlights the redeeming power of water. In Byron's 'Turkish Tales', 
fountain stands as the fountain of life. When Hassan was alive the fountain flew 
steadily; after his death the wild dog weeps loudly: 
The steed is vanish'd from the stall; 
No serf is seen in Hassan's hall; 
The lonely spider's thin gray pall 
Waves slowly widening o'er the wall; 
The bat builds in his haram bower. 
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And in the fortress of his power 
The owl usurps the beacon-tower; 
The wild-dog howls o'er the fountain's brim, 
(G. 288-295) 
Aden is an other Oriental expression. Byron employs this temn according 
to Islamic belief system. In Islamic tradition 'Aden' (II, 409) stands for "Jannat al 
Aden' the perpetual abode, the Mussulman paradise."^' Besides, Byron defines 
the term 'Wul-Wullah' (II, 627) as "the death-song of the Turkish women.''^ ^ But 
Byron has wrongly defined this Persian expression. The actual meaning of this 
Persian exclamatory term is 'alas' or 'woe'. Here Byron's explanation is not 
accurate. 
The Corsair (1814) 
What prompts Byron to employ Oriental material in his poetry is his 
interest in the Orient. The reference to 'berry juice' (II, 33) is indicative of Muslim 
culture. Since wine is forbidden for Muslims, Byron mentions the 'berry juice' as 
a substitute for wine in Oriental gatherings. But some Muslims do not obey this 
Islamic law. They flout it openly and scornfully. The beard is regarded as sacred 
among Muslims because Prophet Muhammad had it. The Oriental people tear 
their beard, when they get angry. Thus the tearing of beard demonstrates the 
anger of Oriental people. In The Corsair (II, 181) Syed 'tore his beard and 
foaming fled the flight; is reflective of anger in Oriental society. Byron defines it a 
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"common and not very novel effect of Mussulman anger."^ ° 
Haram is the segregated part of a traditional Muslim house in which 
women live. It also stands for the women living in this. In The Bride. The Corsair 
and The Giaour, harem stands for haven for gratifying sexual desires: 
Being something novel and closely associated with the sex 
life, its description must have offered a titillating appeal to 
Byron's readers; hence on one level it explains Byron's 
preoccupation with the seraglio. Generally speaking, 
however, his account of haram reflects a thorough knowledge 
of almost all the facets of its life-over- protectiveness, 
conspiracy, sexual anarchy, maltreatment of women, lust and 
treachery. These features of haram occasionally prompt some 
trenchant remarks from Byron the satirist. How women are 
closely guarded and segregated is conveyed with reference to 
'the Haram guard' and 'the Haram's grating key' (The Bride. I, 
33 and 67). Even 'the Haram queen' - Gulnare - is like 
another 'slave of Seydl' (The Corsair. II, 224) which indicates 
the plight of harem women.^ ^ 
The Siege of Corinth (1816) 
Byron portrays his 'Dervlse' rightly. 'And some are rebels on the hills' 
(SOG, I, 26) refers to Byron's 'danwesh'. The Persian word 'darwesh' describes 
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a spiritual master who is an equivalent to a Muslim ascetic. A dervise is 
regarded as a mystic in the Oriental society for his abandonment of the 
worldliness, and he leads a simple life. 
In the Oriental context Byron's allusion to this word Is not out of place. 
The Persian word 'darwesh' refers to one of various Muslim ascetic orders, some 
of whom carry out ecstatic observances, such as violent dancing and whirling or 
vociferous chanting or shouting as in Byron's Don Juan (III, 29). 
In Byron's poetry the employment of the term 'Crescent' has Oriental 
overtones. Crescent is the figure of the moon In its first or last quarter, 
resembling a segment of the moon. It also stands for the emblem of Turkey or of 
Islam. In English literature, the 'cross' and the 'crescent' represent Christianity 
and Islam metaphorically. The crescent has been the official symbol of 
Ottomans, before and after Bryon's day. Besides, it figures prominently on the 
national flags of many Muslim countries: 
The tent is pitch'd, the crescent shines 
Along the Moslem's leaguring lines; 
And the dusk Spahi's bands advance 
Beneath each bearded Pasha's glance; 
And far and wide as eye can reach 
The turban'd cohorts throng the beach; 
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And there the Arab's camel kneels, 
And there his steed the Tartar wheels; 
The Turcoman hath left his herd, 
The sabre round his loins to gird; 
(SOC II. 75-84) 
In Oriental society, the possession of 'sabre' fastened round the waist, is 
indicative of one's rank and status. In Oriental countries all the people of exalted 
rank are supposed to have swords in their girdles which is customary. 
Furthennore, the 'camel' is a domestic animal used commonly in Arabia and 
North Africa. The camels can go without drinking for several days, and longer if 
juicy plants are available. Camels have vulvular nostrils lined with hair for 
protection against flying sand. So, they are highly useful in Arabia. They are 
considered sacred because of their association with Prophet Muhammad. In The 
Siege of Corinth, and Don Juan (VJ, 102) Byron's use of this word is apt, which 
highlights Islamic tradition of the regard for camel among Oriental people. 
'Janizari' originates from the Persian word 'Jan-nisar', literally meaning 
one loyal and devoted or committed to someone. Janizaries were the soldiers of 
the Ottoman army who faced death in defence of the empire. They were the 
bravest and fearless soldiers. In the Siege (704) janizaries are portrayed 
prominently in the sieging Muslim army. 
< ^ ^ ' ^ 
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Byron's deep knowledge of the Orient is reflected in portraying 'Khan' and 
'Vizier'. Khan is a Turl<ish/Persian word which was the specific title of the 
successor of Chengiz Khan, who ruled over Turkish, Tartar and Mongol tribes. 
Later on, Khan was employed as a title commonly given to rulers, officials, or 
men of rank in central Asia, Afghanistan, and so on. In the Siege (707), the 
Khans appear rightly as nobleman and high-ranking officers, in the company of 
the Pashas/the rulers. Nevertheless, 'Vizier' (SOC. 708) known as 'Wazir' in 
Arabic, denotes a person who shares the burden of a govemment as a minister. 
In Byron's account the vizier figures as a noble, trusted and seasoned man. 
To conclude, Byron's Orientalism has many merits. His quest for richness 
and authenticity of local colour, or of verisimilitude, always serves larger artistic 
and thematic purposes. He projects vividly and accurately Oriental customs, 
costumes, characters, history, legends, and beliefs in his works. 
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CONCLUSION 





A CRITICAL STUDY OF BYRON'S ORIENTALISM 
On studying Byron's Oriental diction and characters it emerges that 
Byron's Orientalism is extensive and wide-ranging. As to Byron's Oriental 
diction, his concern for accuracy, his extensive Oriental reading and his stay in 
the Orient itself for some time which made him somewhat familiar with Arabic, 
Persian and Turkish words which occur in his poetry, especially in Don Juan, in 
comparison to his predecessors and contemporaries, Byron stands out in the 
range and aptness of his Oriental diction. 
My purpose in this Chapter is to examine Byron's Orientalism critically in 
comparison to that of his contemporary Thomas Moore (1779-1852). To the best 
of my knowledge, Byron's Orientalism in Don Juan has not been studied with the 
attention it deserves. My principal concern in this Chapter is to make some 
significant points about Byron's Orientalism which have not been recorded yet. 
Both Byron and Moore tried to cater for the public demand for Orientalized 
poetry. Both of them were severely criticized by some of contemporary 
reviewers. The foremost amongst them was British Review which attacked 
Byron and Moore for their portrayal of the 'dirt and debauchery' associated with 
'the Mahometan world' as consistently attractive: 
202 
The great mistake of which these poets take advantage is this: 
where so much is made of corporeal delights, and the various 
gratifications of sense; where we hear of nothing but of groves and 
of baths and fountains, and fruits and flowers and sexual 
blandishments, we are too apt to figure ourselves a paradise of 
sweets...^ 
Byron and Moore, both of them, have drawn upon authentic writings on 
the Orient - religion, history, culture, and social life of the Orient. This is proved 
by their copious explanatory notes taken from hundreds of works on the Orient. 
Thomas Moore deserves to be included in this comparative exercise because it 
was Byron who urged the latter to draw on the Orient. Moreover, Byron 
suggested to Moore some works on Turkish history when he was contemplating 
the composition of Lalla Rookh.^ 
Moore endeavoured to gather sufficient knowledge of Oriental terms, 
customs, beliefs and manners. He acquired this information by reading many 
books, around one hundred, dealing with the Orient. Some of the outstanding 
works among these are The Arabian Niohts. D'Herbelot's Bibiiotheque Orientale. 
and Sale's translation of and commentary on the Koran. In order to familiarize 
his reading public with Oriental words and their meaning, Moore supplies copious 
footnotes. But sometimes these notes are misleading and often the sources from 
which they have been extracted are not reliable. G.M. Wickens commenting on 
Moore's notes brings out their incongruity: 
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I would merely refer to Moore's own footnotes in Lalla Rookh: 387 
of them, drawn from well over 100 highly varied sources. Many of 
them are long and recondite, and often of startling irrelevancy to 
the real matter at hand. Others certainly explain otherwise 
incomprehensive allusions in the works, but in a way as to suggest 
that footnote preceded Its reference both In time and on the scale 
of importance.^ 
Like Moore, Southey and Shelley, Byron idealizes Greece in his poetry. 
He reiterates the redemptive strategy in which the superior West salvages the 
inferior Orient. In Moore's Lalla Rookh (VPK), Azim appears as a patriotic figure 
who rebels against the despotic forces of oppression and falsehood only 
because Greece had kindled in his heart love for freedom. In Byron's The Bride 
of Abvdos. Selim rebels against his ruthless and authoritarian uncle. He 
inherited love for freedom from his mother who is Greek. This trait of his 
redeems him from his imperfect Turkish upbringing. Giaffir, Selim's uncle, 
condemns him as the son of an unscrupulous mother as a "Greek in soul if not in 
breed."^ Moore's works, accompanied by exhaustive notes, display his wide 
Oriental reading, possibly wider than Byron's but in terms of accurate 
representation he does not match Byron. 
Let us begin with Oriental diction employed by both these poets - Byron 
and Moore. Both of them have applied the word 'Allah' positively. Allah is the 
Arabic equivalent of God. This word occurs at many places in their works. In 
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Moore's Lalla Rookh. Muslim characters like Zelica and Hassan are shown 
invoking Allah in a crisis. Similarly, in Byron's Don Juan. Muslim characters are 
seen calling on Allah in times of peril: 
And one enormous shout of 'Allah' rose 
In the same moment, loud as even the roar 
Of war's most mortal engines, to their foes 
Hurling defiance. City, stream, and shore 
Resounded 'Allah!' And the clouds, 
With thickening canopy the conflict o'er. 
Vibrate to the eternal name. Hark, through 
All sounds it pierceth, 'Allah! Allah! Hul' 
(DJ,VIII, 8) 
Moore shares with Byron an aesthetic appreciation of the Muslim call to 
prayer (DJ, VIII, 141). Like Moore, Byron employs the Arabic word 'harem' which 
is associated with sexuality. As such, 'harem' is employed for the women of the 
family and their apartments. It is a secluded room of one's house because Islam 
prescribes the segregation of sexes and forbids women to be seen by strange 
males. As far as harem life is concerned, it has been a leit-motif in Western mind 
associated with sexual promiscuity. Harem figures prominently in Beckford's 
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Vathek and Byron's Turkish Tales. In "Beppo", Byron employs negative images 
in relation to harem and its inmates: 
Tis said they use no better than a dog any 
Poor woman, whom they purchase like a pad; 
They have a number, though they ne'er exhibit them, 
Four wives by law, and concubines 'ad libitum'. 
They lock them up, and veil, and guard them daily, 
They scarcely can behold their male relations,... 
(Beppo. Stanzas LXX - LXXI) 
In Don Juan too, Byron uses the term 'harem' negatively. This word is very 
closely connected with sex life and culture of the unscrupulous Muslim rulers: 
And next she gave her (I say her, because 
The gender still was epicene, at least 
in outward show, which is a saving clause) 
An outline of the customs of the East, 
With all their chaste integrity of laws, 
By which the more a harem is increased. 
The stricter doubtless grow the vestal duties 
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Of any supernumerary beauties. 
(DJ, VI, 58) 
Moore relates harem with luxurious life-style and speaks of harem's 
'curtain'd galleries' (LR, VPK, 39) and at another place, he makes a comparison 
of the houris of the Paradise with the women of Mokanna's harem. The female 
beauties of Mokanna's harem seek to tempt Azim and speak of Zelica's position 
ironically as chaste dominion in the 'Haram Hall' (VPK, 711). Moore identifies 
harem also with music and sensual pleasure. 
So far as Byron's knowledge of Oriental languages is concerned, 
especially Arabic and Turkish, he could not gain any proficiency in them. His 
employment of Oriental terms is then owing to his meticulous observation of 
Oriental life and partly to his wide ranging reading of works on the Orient. A 
striking point is that despite the lack of any mastery over these languages, Byron 
uses his Oriental diction rightly. In Lalla Rookh Moore's Mufti (the Muslim cleric) 
is mentioned in passing and Moore has nothing in particular against him. Many 
English writers have, however presented Mufti negatively; he is often depicted as 
a hypocrite, greedy and unscrupulous person, as for example in Dryden's Don 
Sebastian. On the contrary, Byron's account of the Mufti is not hostile; it is rather 
in consonance with Islamic credo. In Don Juan, the Mufti appears in his religious 
position of being the law-giver. Bryon's use of this word is authentically Islamic: 
Scherematoff and Chrematoff, Koklophti 
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Koclobski, Kourakin, and Mouskin Pouskin, 
All proper men of weapons, as e'er scoffed high 
Against a foe or ran a sabre through skin. 
Little cared they for Mahomet or Mufti, 
Unless to make their kettle drums a new skin 
Out of their hides, if parchment had grown dear 
And no more handy substitute been near. 
(DJ, VIII. 17) 
In both Byron and Moore there are instances of Oriental diction and 
Oriental characters. Through Oriental diction and characters both of them have 
tried to present the political, social, religious issues of their day. As far as 
Oriental female characters of Byron and Moore are concerned, they are marked 
by passivity and charm. In Moore's Lalla Rookh. especially in the first tale, i.e. the 
Veiled Prophet of Khorassan", Zelica, the Oriental heroine is portrayed as a 
passive person with feminine charms. She may be compared to Byron's heroines 
- Leila and Zuleika of the "Turkish Tales" and Guibeyaz of Don Juan. She is an 
Oriental woman who is beautiful and intelligent but passive. Zelica's character 
may be discerned in conjunction with that of Byron's heroines Leila (The Giour). 
Zuleika (The Bride of AbvdosV and Guibeyaz in Don Juan. As the Oriental 
women they have been trained to obey and not to act and choose. Mokanna, in 
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Lalla Rookh, is a diabolical personality who is known to Zelica, but she cannot 
break away from that oath which binds her to him which is suggestive of her 
passivity. 
Both Byron and Moore portray tyrants in a similar vein. They project in a 
broader perspective the meaning of tyranny. In Byron's The Bride of Abydos, 
Giaffir, although an imposing tyrant, is also a tender - hearted father. In Lalla 
Rookh, the Muslim Hassan is a tyrant. He is a fanatic but a loving father as well 
and this is his redeeming trait. Unlike Byron and Moore, Shelley's tyrants are 
absolute villains. They do not possess finer human emotions as is evident from a 
study of Shelley's Revolt of Islam. 
In Lalla Rookh, Moore gives a detailed description of fruits and wines laid 
for Selim. For overcoming the trauma of being separated from his beloved, Selim 
is found drinking wine like a traditional Sultan of Arabian Nights: 
And amply Selim quaffs of each, 
And seems resolved the floods shall reach 
His inward heart, shedding around 
A genial deluge, as they run, 
That soon shall leave no spot undrown'd. 
For love to rest his wings upon. 
(LR, LH 582-587) 
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In Byron's The Corsair, a similar scene figures in which Syed is seen 
surrounded by his "bearded chiefs", enjoying dance and music while drinking the 
"forbidden draughts": 
High in his hall reclines the turbaned - Syed; 
Around - the bearded chiefs he came to lead. 
Removed the banquet, and the last pilaff-
Forbidden draughts, 'tis said, he dared to quaff, 
Though to rest the sober berry's juice 
The slaves bear round or rigid Moslem's uses; 
The long chilbouque's dissolving cloud supply 
While dance the Almas to wild minstrels.^  
Besides, in Byron's Don Juan, the mention of 'berry juice* is made in a 
similar vein. Since Islam forbids Muslims to drink wine, Byron makes it a point to 
mention 'berry's-juice' as an alternative drink in his description of Oriental feats: 
These were ranged round, each in its crystal ever, 
And fruits and date bread loaves dosed the repast. 
And mocha's berry from Arabian pure, 
In small fine China cups came in at last, 
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Gold cups of filigree made to secure 
The hand from burning underneath them placed. 
Cloves, cinnamon, and saffron too were boiled 
Up with the coffee, which (I think) they spoiled. 
(DJ, III, 63) 
Both Byron and Moore provide comic scenes in their works. In Don Juan 
(Canto V), Juan and his new acquaintance the English captive Johnson, are sold 
to an old black eunuch, Baba, who rows them off the palace gardens. Juan 
proposes killing the eunuch and escaping, but Johnson prevents him in favour of 
going on and getting their dinner. The eunuch dresses his captives inside the 
palace, Johnson in Turkish finery, and Juan as an odalisque for the seraglio. 
Their disguise in the Seraglio (DJ, Canto V), provides comic relief in the form of a 
grand drama of the interview between the Sultana Gulbeyaz and Juan, 
Interrupted by the arrival of the Sultan and his retinue: 
His Highness cast around his great black eyes 
And looking, a he always looked, perceived 
Juan amongst the damsels in disguise, 
At which he seemed no whit surprised nor grieved. 
But just remarked with air sedate and wise, 
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While still a fluttering sigh Gulbeyaz heaved, 
'I see you've bought another girl; 'tis pity' 
That a mere Christian should be half so pretty. 
(DJ.V, 155) 
In Moore's Lalla Rookh, Princess Lalla Rookh is accompanied/a young 
poet Feramorz to enliven the long, tedious journey from Delhi to Kashmir where 
she has to meet her prospective husband. Feramorz recites four verse stories to 
Lalla Rookh. Charmed by the young poet, the princess falls in love with 
Feramorz. As the journey comes closer to its end she feels indisposed and 
melancholic at the thought of being away from Feramorz who was commissioned 
by her future husband. Comically, it turns out on her wedding night that the 
young poet was no else but her future husband. In Lalla Rookh, the chamberlain 
of harem, Fadladeen, supplies comic relief. 
In both the poets a note of anti-authoritarianism and revolt against an old 
and degenerate order is noticeable. For the political dimension of Lalla Rookh 
Byron's Turkish Tales', particularly The Corsair, may have served as a model for 
Moore. Moore used the Orient as a medium for expressing his fervent ideas on 
liberty and his sympathy for the Irish cause Moore's principal concern was to 
express his views about the Irish cause. About a proposed poem he writes to 
Byron: 
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In my hero (to whom I had given the name of "Zelim", and who was 
a descendant of Ali, outlawed, with all his followers, by the reigning 
Caliph), it was my intention to shadow out, as I did afterward in 
another form, the national cause of Ireland. 
* * * 
I chose this story because one writes best about what one feels 
most, and I thought the parallel with Ireland would enable me to 
infuse some vigour into my hero's character.^  
In a sharp contrast, Byron's concern for Greece was all the more because 
of the impending threat of Turkish aggression against Greece. Because of the 
Turkish aggression, negative views persisted in the Renaissance period as well. 
According to an observation made by Wann, 
The Turks are generally represented a valiant proud-spirited and 
cruel... that hospitality, patriarchal dignity and simplicity and frank 
generosity that impress foreigners today as his most prominent 
qualities. 
(The Moors) are more barbarous and lustful... The Elizabethans 
seem to have had very hazy ideas about the rest of the Oriental 
nations... their morals are loose and the monarch are apt to be 
tyrannical.^ 
213 
A point which is worth noting that both Byron and Moore conform to the 
traditions of their day. Moore's Orientalism, like Byron's is an articulation of his 
socio-political, personal and cultural concerns. Both Byron and Moore employ 
Oriental material as a pretext for exploring various issues of their time—political 
freedom, gender issue, role of religion and human relationships. For instance, in 
Don Juan, Byron presents Juan 
as a young man of modern times, a passive and malleable youth 
who mirrors the nature of the societies he encounters. Canto I owes 
much to Byron's own early memories. The sketch of Donna Inez 
contains many characteristics of Byron's wife and some of his 
mother's. Don Jose is a compound of both Byrons, father and son, 
and in Juan there are recollections of Byron's boyhood and 
upbringing. We see Juan in boyhood sheltered and manipulated by 
mother, then in his adolescence seduced by a married woman. 
Canto I gives us the first taste of Byron's newly developed capacity 
to handle strongly felt personal experience with detachment, and to 
display his satirical insight into human illusions in tenns of domestic 
comedy. Thus the plot exposes Inez's hypocrisy in throwing Juan 
and Julia together (Stanza 101). and Julia's self-deception in 
playing with the idea of her husband's death (Stanza 84). Byron's 
own son-mother relationship also becomes apparent.^ 
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Besides, Byron, through the portrayal of Sultana Gulbeyaz, not only 
highlights the culture of the Orient, rather he castigates the vanity of English 
women of contemporary society as well. He attacks their obstinacy, pride, 
indecisive nature and immorality. At the level of political allegory Gulbeyaz 
represents the queens and kings of both Europe and Turkey. Juan's revolt 
corresponds in a sense, with the Greek uprising against the Turks in Byron's day. 
Baba, in Don Juan satirically emerges as the mouthpiece of Byron. Byron's 
indictment of royalty and its spiritual degeneration is genuine. 
Again, at the level of political allegory both Gulnare's revolt in Turkish 
Tales and Gulbeyaz's revolt in Don Juan, correspond with the Greek uprising 
against the Orientals or Ottomans. In Don Juan, in portraying Sultan's daughter 
Byron remains scrupulously faithful to local colour and retains some features of 
conventional Oriental female. In a similar vein through Sultan's features, Byron 
condemns the monarchical hierarchy of Muslim countries, particularly of Turkey. 
Moreover, Sultan's resemblance with Lady Catherine in Don Juan is significant. 
Here Byron exposes the corruption and immorality of the higher officials of his 
day, not only in Oriental but also in European society. Sultan is not loyal to 
Gulbeyaz. He is compared to Lady Catherine who is faithless to her husband. 
Like Catherine Sultan can get his harem vacated as Catherine can sack her 
guard. They both are immoral and unethical. 
However, things are by no means as straightforward as they may appear. 
By presenting the relationship of Sultan and Sultana in Don Juan which is not 
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healthy, perhaps, Byron hints at the relationship of his own parents which was 
not cordial. As an appendage to the political allegory, Byron highlights the 
spiritual hollowness and mannerism of the ruling class. They do not care for the 
feelings and emotions of their subjects until they are taught some lesson. They 
think of their own interests and benefits only. 
In Moore's Lalla Rookh. especially, in two stories namely The Veiled 
Prophet of Khorassan' and The Fire Worshipper", the leading male characters 
are revolutionary fighting against the norms of established authority. The 
struggle between the Fire-worshipper and the Catholic uprising in Ireland Is 
strikingly similar. The protagonists, Hafed and Hinda, are portrayed allegoricaliy 
as Robert Emmet and Sarah Curran respectively who fought for the national 
cause of Ireland. In The Veiled Prophet of Khorassan', Mokanna is modelled 
after the leader of Ireland, Daniel O'Connell. Daniel O'Connel finds a berth in the 
above story criticizing religious zealotry. In Lalla Rookh. the caricature of 
Fadladeen, the chamberlaine, has a contemporary ring. Though he is portrayed 
as a comical character but he performs the dual roles of a censor and a critic. 
Some people are of the opinion that he is no other than Francis Jeffery, the editor 
of Edinburgh Review. 
Moore provides the clear impression of the eerie and wonderous Orient. 
Moore's concern for details of Oriental atmosphere, dress and locale deserves 
attention. Moore was attracted towards the exotic element of the Orientals where 
any kind of appetite and thirst was quenchable. An exotic quality which is vivid 
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through the description of the journey of princess Lalla Rookh from Delhi to 
Kashmir. However, Moore was severely criticised by his contemporary critics, 
particularly by literary periodicals of the day for excessive and lavish use of the 
Oriental picturesque. 
Moore was personally concerned with the independence of Ireland against 
British domination. For Moore, Persia was the equivalent of Ireland and Muslims 
represented the usurping British. Through Oriental characters Moore raises his 
voice against British atrocities. In Lalla Rookh. especially in The Fire 
Worshippers', the Muslim Emir's apathy and cruelty reminds the mercilessness 
associated with the Turkish rulers in the Elizabethan drama. The Oriental tale 
and its setting fulfilled Moore's political need and the taste of his day. 
Undoubtedly, Moore was fully committed to his Orientalism. The resounding 
success of Lalla Rookh and its reception by the reading public of the day proved 
true Byron's prediction of the flourishing charm of literary Orientalism. 
Moore's Lalla Rookh was a successful work in his day. To thrive on the 
vogue of his new found success ie, Lalla Rookh. Moore embarked on another 
literary venture. The Loves of the Angels (1823). The poem has nothing to do 
with the Orient. Originally it deals with the love of three celestial angels for three 
terrestrial women. The poem relates the tales of three angels, and how they lost 
the heavens by loving mortal women. In his preface Moore says that the aim of 
the poem is to show 
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the fall of the soul from its original purity - the loss of light and 
happiness which it suffers in the pursuit of this world's perishable 
pleasures - and the punishments both from conscience and Divine 
Justice, with which, impurity, pride, and presumptuous inquiry into 
the awful secrets of Heaven are sure to be visited.^ 
The erotic and voluptuous description of the celestial bodies puzzled the 
English public of Moore's times and Jones describes it as the "blending of 
heavenly eroticism and theology."^" Moore was accused of blasphemy and 
licentiousness. To escape the public criticism and the charges of blasphemy, 
Moore turned his angels into 'good Mahometans'. There is nothing of such 
chicanery in Byron's works. In the Orientalized edition of The Loves of the 
Angels (1823) Moore changed all Biblical allusions into Islamic ones and 
supplied annotations which refer to the Quran and Prophet Muhammad and 
these references in turn are themselves marred by a polemical note. Like Lalla 
Rookh Moore anticipated The Loves of the Angels to be a huge success, but its 
failure embittered him. In one of his letters to Byron he insisted "I agree with a 
'select few' that I never wrote anything better."^ ^  Moore, at one level, was wise 
enough to choose the Oriental pretext as it ensured the wide ranging circulation 
of his inner feelings about the Irish plight. In Lalla Rookh Moore achieved 
success in communicating his commitment to the freedom of Ireland. Moore 
retains some of the features of Western literary Orientalism in Lalla Rookh 
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especially In The Veiled Prophet of Khorassan'. For example, the reference to 
the Prophet's hanging tomb which is a misconception and defamatory as well: 
... Whatl-give up all 
Thy chaste dominion in the Haram Hall, 
Where now to Love and now to Alia given. 
Half mistress and half saint, thou hang'st as even 
As doth Medina's tomb, twixt-hall and heaven! 
(P.213) 
There is another remark which depicts negatively on the Prophet's amorous life: 
And here Mohammad, born for love and guile. Forgets the 
Koran in his Mary's smile; Then beckons some kind angel 
from above with a new text to consecrate their love. 
(P. 218) 
These calumnious stories about the Prophet figure in Southey's works too, 
but, significantly enough, none in Byron's. There are many other errors in Moor's 
Lalla Rookh. In Edinburgh Review, there is lavish praise for Moore's entire 
familiarity with the life, learning and nature of the Oriental people. In the 
introduction of Lalla Rookh. we are told about Abdallah's pilgrimage to the shrine 
of Prophet. In Islam, pilgrimage is made only to Makkah in which is situated 
Kaaba, the House of Allah, whereas the Prophet Is burled in Madina, another 
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town some three hundred miles away from Makka. Pilgrims to Makka may visit 
Madina but it is not part of pilgrimage. Then, again, for Hinda, Hafed's voice is as 
sweet as the angel Israfil's (p. 260); and a little later Israfil is described as 'the 
angel of music". Both these statements are simply untrue. In Islamic tradition 
Israfil is the angel entrusted with the assignment of blowing the trumpet on the 
Last Day when its devastating sound will cause everyone to die. To refer to this 
deadly sound in terms of sweetness and music is a cruel joke. Selim in The 
Light of the Haram' is found quaffing goblets of Shiraz wine. This betrays either 
Moore's ignorance of or indifference to the Islamic prohibition against wine. 
Some of Byron's Muslim characters in the 'Turkish Tales' flout this Islamic norm 
but Byron is sensitive enough to make clear both the Islamic norm and its non-
observance by deviant Muslims.^^ 
The Quran is the Scripture of Muslims. It comprises the revelations sent 
down to Prophet Muhammad. Sometimes Muslims swear by the Quran, as Baba 
does in Don Juan which shows its sanctity: 
When Baba saw these symptoms, which he knew 
To bade him no great good, he deprecated 
Her anger and beseeched she'd hear him through. 
He could not help the thing which he related. 
Then out it came at length that to Dudu 
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Juan was given in charge, as hath been stated, 
But not by Baba's fault, he said, and shore on 
The holy earners hump, besides the Koran. 
(VI, 102) 
Moore has charged the Prophet of Islam in his Lalla Rookh (p. 218) with 
inventing the Quranic text to gratify his lust. By contrast, Byron's account is free 
from any such aspersion, pointing only to his holy position in Oriental society. 
Moore, unlike Byron, never visited the East and did not consider it to be a 
disadvantage on his part. Rather, he believed that his imagination was similar to 
that of Savary "which is chilled by the real scene, and can best describe what it 
has not seen, merely taking it from the descriptions of others."^^ In keeping with 
the Western tradition Moore possesses scant knowledge of what a true Muslim 
is, hence he portrays Fadladeen very whimsically as a true Mussulman, he 
mentions a startling report about Muslims' supposed revulsion for lizards. In a 
pleasant contrast, Byron's attitude towards Islam and Muslims is not hostile and 
is not marred by any such bias. He depicts his characters invoking Allah in times 
of peril and gives emphasis to their attachment to Islamic belief system. 
Byron's Turkish Tales' had paved the way for Lalla Rookh for the reading 
public; that some twenty editions of Moore's work appeared between 1817 and 
1840 illustrates the trend of contemporary taste. In a highly favourable review, 
the Edinburgh Review credited Moore with 'an entire familiarity with the Hie, 
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nature, and learning of the East.'^* This account of Moore's familiarity with the 
Orient is rather exaggerated. His works supplemented with exhaustive notes 
exhibit his wide ranging Oriental reading, possibly wider than Byron's but in terms 
of faithful representation he does not surpass Byron. In fact, Byron was gifted 
with a compassionate spirit and outlook towards other culture, and to appreciate 
their finer details. 
Most of the Moore's character are conventional, conforming to the tradition 
of Western literary Orientalism. For example, Feramorz, the narrator, in Lalla 
Rookh, is the self-accusing Muslim who condemns his own religion. His 
anthropomorphic account of Allah borders on calumny: 
The pomp is at an end-the crowds are gone 
Each ear and heart haunted by the tone 
Of that deep voice, which thrill'd like Allah's own! 
(p.207) 
On the contrary, none of Byron's characters in Don Juan makes a 
blasphemous remark of such a sort. Byron acknowledged Moore's art in 
portraying the picture of the Orient: "I am very much delighted with what is 
before me and very thirsty for the rest. You have caught the colours as if you 
had been in the rainbow and the tone of the East is perfectly preserved",^^ writes 
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Byron in his Letters and Journals. Furthermore, Moore was overtaken by Byron 
in many of his Oriental ideas which disturbed him tremendously as he wanted to 
be a champion. In a letter to Mary Godfrey dated July 1813, Moore expressed 
his apprehensions about what he calls as "Byron's invasion of the East": 
... but I confess I feel rather down hearted about It. Never was anything 
more unlucky for me than Byron's invasion of this region, which when I 
entered it, was yet untrodden, and whose chief charm consisted in the 
gloss and novelty of features; but it will now be over-run with clumsy 
adventures, and when I make my appearance, instead of being a leader 
as I looked to be, I must dwindle into an humble follower, a Byronian.^^ 
It is worth-noting that Moore relied on the Persian poetic form in writing his 
'Ghazal' or 'Gazel' as he calls it. Ghazal is a kind of ode, primarily concerned 
with amatory themes and love effusion. Moore's 'Gazel' shows him at his best in 
drawing Oriental stuff. His 'Gazel' is addressed to his beloved Maami and blends 
brilliantly the Oriental legend of 'gul' and 'bulbul' or the rose and the nightingale 
respectively: 
O haste, for this impatient heart, 
Is like the rose in Yemen's vale. 
That rends its inmost leaves apart 
With passion for the nightingale; 
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So languishes this soul for thee; 
My bright and blushing Maami!^ ^ 
There is reference to his beloved and his 'Syrian Rose' in his other 'Gazel' 
(p. 313). He thrives on Oriental material again in 'From Abdallah, in London, to 
Mohassan, in Ispahan' which is mainly concerned with sectarian disputes among 
Muslims: 
Whilst thou, Mohassan, (happy thou!) 
Dost daily bend thy loyal brow 
Before our king - our Asia's treasure! 
Nutmeg of comfort, rose of pleasure! 
(p. 312) 
Don Juan, like Moore's Lalla Rookh. has Islamic allusions as the Quran 
and Madina, but In terms of its aptness Byron's Orientalism is better than 
Moore's. Moore's The Loves of the Anaels is marked by an evident discordance 
and incongruity which is absent in Byron's Don Juan. To sum up, the tradition of 
Orientalism is more consistent and sustained throughout Byron's works. 
224 
REFERENCES 
(1) British Review. X (1817). pp. 31-32. 
(2) Letters and Journals. Ill, 102. Byron recommended him the following 
worl<s on Turkish history: (i) A.L. Castellan, Moeurs. Usages, costumes 
des Othomans (Paris. 1812) and (ii) Giovanni Batista Toderini Delia 
Letteratura Turchesca (Paris. 1787). 
(3) G.M Wickens, "Lalla Rookh And The Romantic Tradition of Islamic 
Literature in English," Year Book of Comparative and General Literature. 
20, (1971), p.65. 
(4) Byron, The Bride of Abydos', The Works of Lord Bvron. p. 259. 
(5) Byron, The Corsair', The Works of Lord Bvron. p. 278. 
(6) A.R. Kidwai, Orientalism in Lord Bvron's Turkish Tales. (Lewiston, 1995) 
pp. 233-34. 
(7) Louis Wann, The Oriental in Elizabethan Drama,' Modern Philoloav. 12 
(1915), pp. 180-81. 
(8) York Notes by Ian Scott-Kilvert (London, 1984), pp. 62-66. 
(9) The Poetical Works of Thomas Moore, p.493. 
(10) Howard Mumford Jones, The Harp that Once: A Chronicle of the Life of 
Thomas Moore. (New York, 1937), p.218. 
225 
(11) The Letters of Thomas Moore, ed. by Wilfred S. Dowden, (Oxford, 1964), 
vol. II, p. 518. 
(12) A.R. Kidwai, op. cit.,p. 241. 
(13) Memoirs. Journals and Correspondence of Thomas Moore, ed. by Lord J. 
Russel (Boston, 1853 - 56). vol. Ill, p.144. 
(14) Edinburgh Review. 29 (November, 1817), 1. 
(15) The Works of Lord Byron: Letters and Journals ed. by Rowland E. 
Prothero, (London, 1898-1901). II, p.303. 
(16) The Letters of Thomas Moore, op. cit., vol. I, p.275. 





PART - A 
LETTERS. WORKS AND JOURNALS 
1. Byron Selected Letters and Journals ed. by Leslie A. Marchand (London, 
1982). 
2. Byron Poetical Works, ed. by Frederick Page (Oxford University Press, 
New York, 1970). 
3. Byron's Don Juan, A Variorum Edition ed. by Truman Guy Steffan and 
Weliis W. Pratt (Austin, Texas, 1957). 
4. Coleridge, E.H. ed. The Works of Lord Byron : Poetry (London, 1898-
1904). 
5. Lord Byron: Childe Harold's Pilgrimage and Other Romantic Poems, ed. 
by Samuel C. Chew (New York, 1936). 
6. Lord Byron: Don Juan and other Satirical Poems, ed. by Louis I. Bredvold 
(New York, 1935). 
7. Lord Byron: Don Juan, ed. by Leslie A. Marchand (Boston, 1958). 
8. Moore, Thomas Letters and Journals of Lord Byron: With Notice of His 
Life (London, 1830). 
9. Swinburne, Algernon Charles A Selection from the Works of Lord Byron 
(London, 1865). 
10. The Best of Byron, ed. by Richard Ashley Rice (New York, 1942). 
228 
11. The Complete Poetical Works of Lord Byron, ed. by Paul Elmer More 
(Boston, 1905). 
12. The Selected Poetry of Lord Byron, ed. by Leslie A. Marchand (New York, 
1951). 
13. The Works of Lord Byron: Letters and Journals, ed. by Rowland E. 
Prothero (London, 1898-1901). 
14. The Works of Lord Byron (Wordsworth edition, Hertfordshire, 1994). 
PART - B 
CRITICAL STUDIES 
15. Abdel-Hamid, Mohammad Samir 'Literature of Eas(ern Travel and the 
Romantic Movement', Bulletin of the Faculty of Arts. University of Cairo 
(May 1957). 
16. Abrams, M.H. The Mirror and the Lamp Romantic Theory and the Critical 
Tradition (New York. 1953). 
17. Ali, Abdullah Yusuf The Meaning of the Holy Qur'an (Brentwood, 
Maryland, U.S.A. 1989). 
18. Babbit, Irving 'Romanticism and the Orient', Bookman (December 1931). 
19. Blackstone, Bernard 'Byron and Islam: the Triple Eros', Journal of 
European Studies (December 1974). 
20. Borst, William A. Lord Byron's First Pilgrimage (New Haven, 1948). 
229 
21. Brewer, William D. Contemporary Studies on Lord Byron (Edwin Mellen 
Press, USA, UK, 2001). 
22. Breyer, B.R. "Towards and Interpretation of "Kubia Khan" in English 
Studies in Honour of James Southal Wilson ed. by Fredson Bowers 
(Virginia, 1951). 
23. British Review (1817). 
24. Butler, Marilyn The Orientalism of Byron's Giaour, in Byron and the Limits 
of Fiction, eds Bernard Beatty and Vincent Newey (Liverpool, 1988). 
25. Butler, Marilyn 'Byron and the Empire in the East', in Byron Augustan and 
Romantic, ed. by Andrew Rutherford (London, 1990). 
26. Butler, Marilyn 'Orientalism' in The Penguin History of Literature: The 
Romantic Period, ed. by David B. Pirie (London 1994). 
27. Chew. Samuel C. Byron in England (London, 1924). 
28. Chew, Samuel C. "Byron", in The English Romantic Poets, A Review of 
Research (New York) 1956. 
29. Clavert, William J. Byron: Romantic Paradox (Chapel Hill, N.C., 1935). 
30. Conant, Martha Pike The Oriental Tale in England in the Eighteenth 
Century (New York. 1908). 
31. Edinburgh Review (November. 1817). 
32. EIze, Karl Lord Byron: A Biography (London, 1872). 
33. Encyclopaedia of Islam, ed. by C.E. Bosworth, et al. (Leiden, 1995). 
34. Fairchild, Hoxie N. The Romantic Quest (New York, 1931). 
230 
35 Gait, John The Life of Lord Byron (Kessinger Publishing, Whitefish, USA, 
2004) 
36 Gamba, Pietro A Narrative of Lord Byron's Last Journey to Greece 
(London, 1825). 
37 Gordon, Cosmo Life and Genius of Lord Byron (Kessinger Publishing, 
Whitefish, USA, 2005). 
38 History of Iranian Literature, ed. by Karl John (Leiden, 1968). 
39 Home Study Circle Libran/ Robert Burns. Sir Walter Scott and Lord, ed 
By Seymour Eaton (Kessinger Publishing, Whitefish, USA, 2005) 
40 Hubbard. Elbert Lord Byron (Kessinger Publishing, Whitefish, USA, 2005) 
41 Hunt, J.H. Leigh Lord Byron and Some of His Contemporanes (London, 
1828) 
42 Jones, William Works, ed. by Lord Teignmouth (London, 1807) 
43 Jones, Howard Munford The Harp that Once: A Chronicle of the Life of 
Thomas Moore (New York, 1937). 
44 Joseph, M.K. Byron the Poet (London, 1964). 
45 Kabbani, Rana Europe's Myth of Onent (Bloomington, 1986). 
46 Kermode, Frank Romantic Image (London, 1957). 
47 Kidwai, A.R. Orientalism in Lord Byron's 'Turkish Tales' (Lewiston, USA, 
1995) 
48 Kidwai A.R. The Crescent and the Cross: The image of the Onent in 
English Literature upto 1832 (Aligarh Muslim University, Aligarh 1997) 
231 
49. Kidwai, A.R. "Samples of the Finest Orientalism": Image of the Orient in 
Lord Byron's Turkish Tales' Aligarh Critical Miscellany (1997). 
50. Knight, G. Wilson Lord Byron: Christian Values (London, 1952). 
51. Leask, Nigel British Romantic Writers and the East: Anxieties of Empire 
(Cambridge, 1992). 
52. Lovell, Earnest J., Jr. Byron: The Record of a Quest (Austin, Texas, 1949). 
53. Lovell, Earnest J., Jr. "Irony and Image in Byron's Don Juan", in The Major 
English Romantic Poets: A Symposium in Reappraisal, ed. by Clarence D. 
Thorpe et al. (Carbondale, III, 1957). 
54. Manning, Peter J. Byron and his Fictions (Detroit, 1978). 
55. Marchand, Leslie A. "Byron and the Modern Spirit", in The Major English 
Romantic Poets: A Symposium in Reappraisal, ed. by Clarence D. Thorpe 
et al (Carbondale, III, 1957). 
56. Marchand, Leslie A. Byron's Poetry: A Critical Introduction (London, 
1966). 
57. Marchand, Leslie A. Byron: A Biography (New York, 1957). 
58. Marchand, Leslie A. "Recent Byron Scholarship" in Essays in Literary 
History (New Brunswick, N. J. 1960). 
59. Marshall, William H. The Structure of Byron's Major Poems (Philadelphia, 
1962). 
60. Mayne, Ethel Byron (London, 1912). 
61. McGann, Jerome Fiery Dust (Chicago, 1968). 
232 
62. Medwin, Thomas Conversation of Lord Byron: Noted during a Residence 
with His Lordship at Pisa, in the years 1821 and 1822 (London. 1824). 
63. Memoirs. Journals and Correspondence of Thomas Moore, ed. by Lord J. 
Russel (Boston, 1853-56). 
64. Metlitzki, Dorothee The Matter of Araby in Medieval England (New 
Havens, 1977). 
65. Marandi, Seyed Mohammad, Lord, His Critics and Orientalism (University 
of Birmingham, UK, 2003). 
66. Montagu, Lady Works (London. 1803). 
UK. 
67. Muldoon, Paul Lord Byron (Faber & Faber Limited,^2007). 
68. Murray, John Lord Byron and His Detractors (University Press of the 
Pacific, Honolulu, Hawaii, 2005). 
69. New Letters of Robert Southey. ed. by Kenneth Curry (New York, 1965). 
70. Oueijan, Naji B. The Progress of An Image: The East in English Literature 
(New York, 1996). 
71. Praz, Mario The Romantic Agony (London, 1933). 
72. Ridenour, George M. The Style of Don Juan (New Haven, 1960). 
73. Ridenour, George M. "The Mode of Byron's Don Juan" (PMLA. LXXIX, 
1964). 
74. Rutherford, Andrew Byron. A Critical Study (London. 1961). 
75. Said, Edward Orientalism (New York, 1978). 
76. Sharma, T.K. Byron: Don Juan (Delhi, 1987). 
233 
77. Shorter Encyclopaedia of Islam, ed. by H.A.R. Gibb and J.H. Cramers 
(Leiden, 1974). 
78. Sir, John C. The Byron Mystery (London, 1924). 
79. Steffan, Truman Guy "The Devil a Bit of Our Beppo," Philological 
Quarterly. XXXI 1(1953). 
80. Stowe, H. The True Story of Lord and Lady Byron (Kessinger Publishing, 
Whitefish, USA, 20Q5). 
81. Swanton-Belloc, Louise Lord Byron (Kessinger Publishing, Whitefish, 
USA, 2007). 
82. The Columbia Encyclopaedia, ed. by William-Bridgwater et al (Columbia 
University Press, New York, 1956). 
83. The Gulistan: Translated by Francis-Gladwin (Homee, Sorab & Co., 
Bombay, 1914). 
84. The Letters of Thomas Moore, ed. by Wilfred S. Dowden (Oxford, 1964). 
85. The Oxford English Dictionary, second edition, prepared by J.A. Simpson 
and E.S.C. Weiner (Oxford, 1989). 
86. The Poetical works of Thomas Moore (London, n.d). 
87. The Random House Dictionary of the English Language, ed. by Jess Slein 
(Bombay, 1970). 
88. Wann, Louis 'The Oriental in Elizabethan Drama' Modern Philology 
(1915). 
89. Watkins, Daniel P. 'Social Relations in Byron's The Giaour', Journal of 
English Literary History (Winter, 1985). 
234 
90. Watkins, Daniel P. Social Relations in Byron's Eastern Tales (London, 
1987). 
91. Watson, George The Accuracy of Lord Byron' Critical Quarterly (1975). 
92. West, Paul, ed. Byron: A Collection of Critical Essays (Englewood-Chiffs, 
N.J., 1963). 
93. Webster's Comprehensive Dictionary by J.G. Ferguson (Chicago/, 1996). 
94. While, Terena De Vera Tom Moore; The Irish Poet (London, 1971). 
95. Wickens, G.M. 'Lalla Rookh and the Romantic Tradition of Islamic 
Literature in English', Year Book of Comparatiye and General Literature 
(1971). 
96. William, Mark Lord Byron and the Quest For Affirmation: A New Disability 
Studies Critique (Union University, Tennessee, USA, 2005). 
97. Willis, et al., Lord Byron (Chelsea House Publishers, New York, 2005) 
